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PREFACE. 



To the musical theorist, the question might arise regarding the needs of anothei 
text-book on harmony, but an examination of most worlis on the subject finds them 
deficient in points that would make them more acceptable as text-books for the 
class-room. 

In some, theories are presented, but it has been left for the teacher to prepare 
exercises to test the student's understanding. 

In others, a lack of classification has brought the pupil in contact with a rule 
having so many exceptions, that the necessity for it is questioned. 

Others lack exercises in constant repetition, presenting the cold fact without 
accompanying exercises to impress it upon the mind. 

This work is presenttd to the public, hoping tiiat its contents have overcome 
the criticisms referred to. No originality is claimed, as the contents of the work 
are drawn largely from the writings of Sir G-. A, McFarren, coupled with notes and 
criticisms taken in the class-room while a jiupil at the Royal Academy of Music, 
London, Eng. 

The pupil should provide himself with a ruled slate on whichto write the lesson, 
and a blank music-book in which to copy it after the corrections are made. 

The work is interleaved, 'that suggestions or remarks of the teacher may he 
noted, or better still, that in the study of otJier works on harmony, a comparison 
may be noted of the sulject under consideration. 

Do not be satisfied with a knowledge of this work alone, but make yourself 
familiar with many works and theories. Strive to be rich in knowledge. A man 
gets more than the value of whatever he gives in exchange for learning. 

Experience in examinations and conversations on the subject of harmony have 
developed the fact that at least two-thirds of those who profess to have studied it 
seem to talk intelligently, but when pencil and paper are pkced in their hands to 
illustrate what they seem to know, they are entirely at a loss how to proceed. 

It is urged upon any into whose liands this work may fall, that they will not 
only be " readers of the word," but that each subject and exercise will receive the 
attention necessary to become perfectly familiar with it, and by this means a 
practical knowledge of the theory obtained. 

As a matter of recapitulation, the student is advised on having finished the 
volume to turn back to the beginning and play each ext'rciae from the figured bass, 
naming the root of each chord and adding the parts, giving proper progression to 
them and following out every principle under consideration. Nothing so adds to 
the treasures of the mind and increases its power as thinking. Learn to think for 
yourself. 

WILLIAM H. DANA. 
July Slh, 188J,. 
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C HAPTE R I. 

JNTBRVAL8. 

1, An interval is tlie distance from one tone to another, and ia reckoned upward 
on the staff, unless the contrary is expressed, 

3, An interi'al receives its name from the number of degrees of the staff it 
covers. 

3. A degree is a line or space of the staff, 

4. An interval may he modified by the addition of a sharp, flat, or natural. 

As the notes do not alter their position upon the staff, bnt are changed in pitch by 
the added character, it is to be seen tiiat a variety of characteristics may be given 
to an interval through such alteration. 

Intervals so changed are distinguished by tlie terms 
Major ^ 

and > Minor, Diminished, and Augmented. 
Perfect) 

5. The smallest practical interval on which harmony is based, is the semi-tone; 
on the piano or organ it would be the interval from any key to the next one above 
or below it. 

6. A semi-tone is diatonic when the notes between which it 
lies are on different degrees of the staff. 

T, A semi-tone is chromatic when the notes between which it r^ 

lies are on the same degree of the staff, but modified by a sharp, Av^ ^^^S ^^ 

flat, or natural, v " 

8. A tone includes two semi-tones. 

J7(i(e,— Some authors use the terms half-step and step, instead of semi-tone and tone. 

9. A minor second is an interval c 
tainingone semi-tone, and covers two d 
of the staff: 



^ 




4 daxa':^ practical haemont. 

10. Write minor seconds above the tones ia the following illustratioi 



U, A major second is au interval con- 
taining two semi-tones, and covers two 
degrees of the staff. " f" 

Write major seconds above the tones in the illustration, Section 10. 
A miJior third is an interval con- 



taining three semi-tones, and covej-s three ^^^^3iEE^i3--^*-EEE^3 
degrees of the staff. "^ T^~^*1 ^ i 

Write minor thirds above the tones in the illustration, Section 10. 

13. A major third is an interval con- „ ' ^ 

taining four, semi-tones, and covers three ^ — ~"B^f^ ^f^1^^^ ~^^* -^^-~t 
degrees of the staff. W — *— tt*^!^ — *ii;j_ithp 1=± 

Write major thirds above the tones in the illustration, Section 10. 

1 4. A. perfect fourth is an interval containing i 
five semi-tones, .and covers four degrees of the ^^ — ^"j "*- 'j ^ " i "~ rTb^T ~~F 
staff. p— ^=E|.=E33E5=E!:zzz:E 

Write perfect fourths above the tones in the illustration. Section 10. 

1 5. A perfect fifth is au interval containing seven - fi-— - r— ^-rnH — r ^ — r 
semi-tonea, and' covers five degrees of the staff. ^^^EtS^jfi gJIj^ EEE 

Write perfect fifths above the tones in the illustration, Section 10. 

16. A minor sixth is an interval containing eight - fr— -r— p j— |-fcj— p--| — p 
semi-tones, and covers six degrees of the staff. ^ iria— |i-zj=|ii-^— [^ S==|: 

Write minor sixths above the tones in the illustration. Section 10. 

11. A mojor sixth is an interval containing nine -Q r-ri.-!— r-j |— i — |— r 

semi-tones, and covers six degrees of the staff. fe *~p^ ~q^EE p:^E± 

Write major sixths above the tones in the illustration. Section 10. 

IS. A minor seventh is an interval containing ten -g- . t , j 

semi-tones, and covers seveii degrees of the staff. ^E=^3Ei=FsEEEz*E^ 

Write minor sevenths above the tones in the illustration, Section 10. * 

19. A major seventh is an interval containing 
eleven semi-tones, and covers seven degrees of the 
staff. ^^—-^^'--s-^—T^-W— 

Write major sevenths above tlie tones in the illustration. Section 10. 

20. A perfect octave is au interval containing n u _ W 

twelve semi-tones, and covers eight degrees of the ^^8=£z?^|:?3E3E& 
staff. ^=^=*=p^^^^ I 

Write perfect octaves above the tones in the illustration. Section 10. 

21. There are other intervals besides those already named. Any intei-val 
more than perfect or major is called augmented, and those less than perfect or minor 



e called diminished. 
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Ch^j. I , DANA S PRACTICAL HARMONY. 5 

22, Intervals within the compass of an octave are called simple intervals, and 
are seconds, thirds, fourths, fifths, sixths, sevenths and the octave, 

23. Intervals exceeding the octai'e are called compound intervals, and are the 
ninth, eleventh and thirteenth. See chapter on Discords. 

24. Tor ail practical purposes an interval i 
regarded as facing simple, though it include one o 
more octaves beyond the real notes defined by 
these numbers. The following intervals would 
each stand as the same in name. ^j^r Ma>™ MajM m^^i^ 

25, Intervals are divided into two classes — Consonant and Dissonant. 
, The Consonant intervals are : 

Thirds, major and minor. Sixths, major and minor. 

Fifths, perfect. Octaves, perfect. 

Fourths, perfect. 
The Dissonant intervals are : Fifths, diminished. 

Seconds, major and miner. Fifths, augmented. 

Fourths, in suspension. Sevenths, major and mii;or. 

Fourths, augmented. 
2(1. The intervals of the ninth, eleventh and thirteenth are entirely distinct in 
treatment from the second, fourth and sixth, which are the same notes, and they 
are used in different combinations. 

27. Intervals are inverted when the lowest note becomes the highest, and the 
highest becomes the lowest. 



~^^^^^^^^f^ 



i ^_^_ ^ ^ ^ 

The result of inversion is that 

Major inter^'als inverted become minor intervals. 

Minor intervals inverted become major intervals. 

Perfect intervals inverted remain jjerfect intervals. 

Augmented intervals ir yerted become diminished intervals. 

Diminished intervals inverted become augmented intervals. 

A second inverted becomes a seventh. 

A third " " sixth. 

A fourth '■ " fifth. 

A fifth " " fourth, 

A sixth " " third. 

A seventh " " second. 

An octave " " unison. 

The number of any interval added to its inversion makes nine. By subtracting 
an interval from nine will give its inversion. 

38. In referring to the fourth, fifth and octave, the student has noticed the 
absence of the expression " major," and that the term " perfect " has been used. ■ 

These intervals are called perfect because they cannot be increased or lessened 
hy sharps and fiats without changingthem from concords (Section 25) into discords, 
while the intervals of the third and sixth remain concordant under such change, and 
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the second and seventh, which are discordant, remain discords. Again, the fact 
that major intervals inverted become minor, etc. (Section 28), Would be contradicted 
if the perfect intervals were tei-med major. 

29. In the following exercises name the interval between the bass and the 
part written above it. 

Ko. 1. ■ 

Ho. 2. 



sifc^Siiiii 



ggS?Slg=^^^^ 



( a-fe^ PFfl^>fl g^S|#:£iggg fe^^^ gg 




I s^^ m^ f^'& m^mit^r^^m^ ^^^ 



iHlSs^^ 



EfeSEplEpg^ 



i gp5ig:^^ -;j;ip=Eg g=;^± = tJ3^Jfe» ^gE| 



=fe^g|^^igagp5i^ggiiggpg|p j 



E:"=q!=!£criF=±=J=5Sq:i 



m^^m^^^m 



ass= 



(^)^gg ^^|^i3 |pa}g^g^^jg3Sg 
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CHAPTER II. 

SCALES AND KETS. 

1. A. scale is a succession of notes arranged as regards their intervals according 
to an established rule. 

2. There are major, minor and chromatic scales, and they receive their names 
from the order of tones and semi-tones. 

3. A major diatonic scale consists of eight notes, arranged in the following 
order of tones and semi-tones : 



or the following intervals from a given tone called the keynote : 




In the major scale the order of intervals is tl 



e ascending and descending. 



4. The student will observe that the diatonic scale consists of major and 
perfect intervals. 

5. Write a major scale founded on each of the tones in the illustration, Chap. 
I, Section 10. 

6. Melody \3 notes in succession. Harmony is notes in combination. 



MmOM SCALES. 

1. There are two minor scales — tlie Harmonic (minor diatonic scale) and the 
Melodic. 

8. The Harmonic minor scale is so called because each tone of the scale can 
appear as a harmony note. (See definition of Harmony.) The Harmonic minor 
scale consists of eight notes arranged in the following order of tones and semi-tones : 
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or the following intervals from a given tone called the kej^note : 




Perfect Ootave. 



In tlie Harmonic minor scale the order of intervals is the same ascending and 
descending, 

9. The student will observe that the difference between the Harmonic minor 
scale and the major or Diatonic scale is in the third and sixth. 




10. Write a Harmonic minor scale founded on each of the tones in the illus- 
tration, Chap. I, Section 10. 

11. The Melodic minor scale is so called because under certain conditions 
some of its tones appear only in melody (see definition of Melody) and cannot be 
used as harmony notes (see Chap, on Passing Motes). It consists of eight notes, 
arranged in the following order of tones and semi-tones, ascending and descending — 



12. From a given tone, called the keynote, the melodic minor scale contains 
ascending the same intervals as the major scale with the exception of the third 
which is minor ; in descending the seventh, sixth and third are minor. 

13. Write a Melodic minor scale, ascending and descending, founded on each 
of the tones in the illustration, Chap. I, Section 10. 

14. A key is a scale arranged with reference to any one note, which is called 
the keynote, and from which She key is named. 
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15. The following are the hai-monic names of the intervals from the keynote 
in both major and minor keys : 



li^ii^^ 



16. Name the letter in each of the following 
key of C, is C ; the Dominant in the key of G, is D ] 
unless the contrary is stated. 

The Tonio in the key of G i 



: as, tlie Tonic in the 
sapposed to lie major 



I'otoinant " 


" A flat is . 


Super-Tonie 


'• E is — - 


U 11 u 


" E flat is 


Mediant " 


" B is 


Tonic 


" D flat is 


Dominant " 


" Gfis 


Sub-Mediant " 


'■ B flat is 


Dominant " 


" G flat is 


Snb-Dominant " 


" D is 


Mediant 


" C sharp is 


Dominant " 


" D sharp is 


Super-Tonic " 


" G- is . 


Sub-Dominant " 


" F is 


Sub-Mediant " 


" G flat is 


Leading Note " 


" C sharp is 


Tonio 


" A flat is 


Mediant 


" D is 


Sub-Dominant " 


" E is 


Leading Note " 


" G sharp is . 


Sub-Mediant 


" A flat is ~ — ■ 


Sub-Dominant " 


" G is — 


Super-Tonie " 


" B flat is 


Leading Note " 


" E is 


Sub-Mediant 


" D flat is 


Tonic 


'* C sharp is ■ 


Leading Note " 


" D is - — - 


Tonic " 


" E flat is 


Dominant '' 


" F sliarp is 


Sub-Mediant " 


« C is 


Mediant 


" F sharp is 


Dominant " 


" D flat is 


Tonio ' " 


" A is ■ 


Mediant " 


" A sharp is 


Super-Tonic " 


" C is 


Dominant " 


» B ia 
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The Sub-Mediant in 
Leading Note 
Siiper-Tonic 
Sub-Dominant 
Tonic 
Mediant 
Dominant 
Leading Note 
Snper-Tonic 
Mediant 
Dominant 
Snper-Tonic 
Mediant 
Sub-Dominant 
Dominant 
Sub-Mediant 
Leading Note 
Sub-Mediant 
Dominant 
Sub-Dominant 
Mediant 
Super-Tonic 
Tonic 

Super-Tonic 
Mediant 
S ub-D ominant 
Dominant 
Sub-Mediant 
Leading Note 
Sub-Mediant 
Dominant 
Sub-Dominant 
Media.nt 
Super-Tonic 
Tonic 

Super-Tonic 
Mediant 
Sub-Dominant 
Dominant 
Sub-Mediant 
Leading Note 
Sub-Mediant 
Dominant 
Sub-Dominant 
Mediant 
Super-Tonic 
Tonic 

Super-Tonic 
Mediant 



f E flat is - 
D sliarp ii 
D flat is - 



Gf sharp is - 

Fis ■ 

Gis 

Eis. . 

F sharp is - 

Gis- . 

A flat is — 



D 

B flat is — 
G- sharp is - 

D flat is 

G sharp is - 

E is ■ 

D is — 
G flat is — 



E flat is - 
C sharp ii 



E flat is 

G sharp is - 



D is 

E flat is 

F sliarp is — 
B flat is — 

Gis . 

A is ■ 

G sharp is - 
Fis— — 
D flat is — 
A flat is . — 



>y Google 



, K E M A E K S. 



,, Google 



B E M A E K S. 



,, Google 



DAKAS PRACTICAL HARMONY. 



The Tonic ii 

" Super-Tonic 

" Mediant 

" Sub-Dominant 

" Dominant 

" Mediant 

" Leading Note 

" Sul>MediaJit 

" Dominant 

" Sub-Dominant 

" Mediant 

" Super-Tonic 

" Tonic 

" Sui)er-ToniG 

" Mediant 

" Sub-Dominant 

" Dominant 

" Sub-Mediant 

" Leading Kotc 

" Sub-Mediant 

" Dominant 

" Sub-Dominant 

" Mediant 

" Super-Tonic 

" Tonic 

" Super-Tonic 

" Mediant 

" Sub-Dominant 

" Dominant 

" Sub-Mediant 

" Leading Note 

" Sub-Mediant 

" Dominant 

" Sub-Dominant 

" Mediant 

" Super-Tonic 

" Tonio 

" Super-Tonic 

" Mediant 

" Sub-Dominant 

" Dominant 

" Sub-Mediant 

" Leading "Note 

" Sub-Mediant 

" Dominant 

" Sub-Dominant 

" Mediant 

" Super-Tonic 

" Tonic 



r key of is 

" D fiat is 



F 8 liar p if 



E flat is 
Gis — 



G- sliarp is - 
B flat is 



Gis 

E is 

F siiarp is - 



C sliarp is - 
Cis 



G flat is >- 
E flat is - 
G sbarp h 
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ij. 



n tlie Harmonic minor key of C is - 
r is - 



The Mediant i 

" Sub-Dominant 

" . Dominant 

" . Sub-Mediant 

" Leading Note 

" Sub-Mediant 

'' Dominant 

" Sub-Dominant 

" Mediant 

" Super-Tonic 

" Tonio 

" Leading Note 

" Mediant 

" Super-Tonic 

" Mediant " " " " G is — — 

" Snb-Doroinant " " " " E flat is 

18. The Chromatic scale cons iats of twelve notes, and contains the same order 
of intervals in both major and minor keya. The arrangement with reference to the 
kej'note is as definite as that of the major and minor scales. Its order of intervals 
from a given tone called the keynote, is as follows : 



G flat is - 
A. fl.'it is - 

Bis 

D is 



C sharp is 
B is 




Every interval that can be major or minor is so, and the 4th is the only perfect 
interval that is changed. 

Whatever difference of opinion occurs in the notation of the chromatic scale, 
all writers agree in writing the augmented 4th (not the diminished 5th) and the 
minor Ith from the keynote (not the augmented 6th), 

19. Write chromatic scales, taking each of the tones as a keynote found in 
the illustration, Chap. I, Section 10. 
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C HAPTE R III. 



CHORDS. 



a, bass note (1st letter or root) with its majoi 



1. A common chord ii 
third, and perfect fifth. 

2. Chords receive their modifying terms, major and minor, from the third of 
the chord; and augmented and diminished from th& fiflh of the chord. 

3. A major common chord is one consisting of a root, major third, and 
perfect fifth. 

4. A minor common chord is one consisting of a root, minor third, and 
perfect iifth. 

5. A diminished chord is one consisting of a root, minor third, and diminished 
fifth. (See chap, on the Dominant 7th. J 

6. An augmented chord is one consisting of a Toot, major third, and aug- 
mented fifth. 

1. The letters in the chord of A major are -^--— 

" B flat major are -^ ' 

" " G sharp major are ■'■••'''&' 

" " C major are A^'/" 

" " A flat major are ^i-i^ I' 

" " B major are — L_l5' -- 

" " C sharp major are'^^^^"'- 

" " B major are ■ 

" " E flat major are 

'* D flat, major are ■ 

" Q- flat major are 

" " D sharp major are 

" " E major are 

" " P major are 

" " " F sharp major are 

letters in the chord of A minor are 

" C " " - . 



" B 
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chord of A sharp c 
" D flat 



1 the diminished chord o 



E " 



Cflaf 
B " 
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8. The followmg are the tones and order of intervals in a major diatonic 
scale : r. 



If each one of the notes in this scale, is taken as the root of a chord, and to it are 
iidded notes taken from the scale standing at the intervals of a third and fifth, the 
following will be the result : 



ilili^l 



The above iUuatration has developed 

Three major chorda — the Tonie, Sub-Dominant and Dominant. 
Three minor chords — the Super-Tonic, Mediant and Sub-Mediant, 
One diminished chord — the Leading Note. 
9. The following are the intervals in the Harmonic minor scale : 



i=s==;^s3E3E^=ii 



If each one of the notes in this scale is taken as the root of a chord, and to it the 
intervals of a third and fifth are added from the notes in the scale, the following 
will be the result ; 



The above illustration has developed 

Two minor chords. — the Tonic and Sub-Dominant. 

Two major chords — the Dominaht and Sub-Mediant. 

Two diminished chords — the Super-Tonic and Leading Note, 

One augmented chord^ — the Mediant. 

10, Chorda built upon the intervals of the scale are named from them. A 
chord built upon the first tone of a scale (the Tonic) is called " The chord of the 
Tonic ;" on the Dominant, " The chord of the Dominant." 

1 1. In reading the following exercises state whether the chord is major, minor, 
diminished or augmented, as ; The chord of the Tonic in the key of G is the chord 
of G major- 

The chord of the Sub-Dominant in the key of is 

" " Mediant 

'■ " Sub-Dominant 

" " Dominant 

" ■' Sub-Mediant " " G " - 

" " Leading Note " " A " - 

" " Tonic 
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The chord of the Leading Note i 


n the key of D is __ 


" 


" Sal>-Mediant 


" " B " 


" 


" Dominant 


" " E " 


" 


" Sub-Dominant 


" B " . 


" 


" Mediant 


" G " 


" 


" Soper-Tonic 


" " . ■ 


« 


" Tonio 


" B " - — - 


" 


" Super-Tonic 


" D " — ^ 


« 


" Mediant 


" p " J — . 


" 


" Sub-Dominant 


a ^ a 


"" 


" Dominant 


" " ■ C " - — - 


" 


" Mediant 


» E " ^ 


" 


" Leading Note 


" " G " ~ 


" 


" Tonie 


" " D " ■ 


" 


" Leading Note 


« " F " . — - 


. " 


" Snb-Mediant 


" " A " 


" 


" Dominant 


" " D " 


" 


" Sub-Dominant 


" •■ G " 


" 


" Mediant 


'' E " 


" 


" Super-Tonic 


" " A " 


" 


" Tonio 


" " G " 


" 


" Super-Tonic 


" E " 




'-' Mediant 


" B « . 




" Sub-Dominant 


" D " 




" Dominant 


" '■ G " 




" Sub-Mediant 


» " D " . 




" Snper-Tonio 


'■'■ '■■■ F " 




" Leading Note 


" " C " ■ - 




" Sub-Dominant 


" " E " . 




" Mediant 


" A " __ 




" Dominant 


" F " 




" Leading Note 


" B '■ 




" Super-Tonic 


" B " 




" Dominant 


" B " _ 




" Mediant 


" » C " 




" Leading Note 


■ " B " 




" Super-Tonic 


U Q » 




« Sub-Mediant 


" " C " 




" Tonic 


" " A " . ■ 




" Sub-Mediant 


" p '■ 




" Tonio 


" " G sharp minor is 




" Dominant 


" C 


" 


" Super-Tonic 


" F 


" 


" Mediant 


" " G " " 


« 


" Dominant 


" F 


" 


" Sub-Mediant 


" C 


" 


« Leading Note 


'.' G 


« 


" Sub-Mediant 


" " F " " 


« 


« Dominant 


" " .'-' G ." 
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The chord of the Sub-Dominant in the key of sharp minor 



" " Mediant " 


" F 




'■ Super-Tonic 


" G 




" " Tonic '■ 


" c 




" " Super-Tonic '■ 


" G 




» " Mediant 


" 




" " Sub-Dominant " 


" F 




" " ■ Leading Note " 


" C 




" " Sub-Mediant " 


" G 




" Super-Tonic " 


'■ C 




" " Leading Note " 


u J. 




" " Sub-Dominant " 


" G 




" " Tonic " 


" F 




" " Tonic 


" D flat minor ij 


" " Super-Tonic 


" A " 


" " Mediant 


" B '■ 


" " Sub-Dominant " 


., E " 


" " Dominant' " 


" D " 


" Sub-Mediant 


L. J^ 


" " Leading Note '■ 


" B 


" " Tonic ' '■ 


" E '■ " 


" " Leading Note '' 


" A '■ " 


" Sub-Mediant 


" B '; 


" " Dominant " 


.- E 


" " Sub-Dominant '■ 


" D ''■ 


" " Mediant '■ 


" B " 


» Super-Tonic 


.. E ,: 


'• Tonic 


L, ^ ;; 


" " Super-Tonic '■ 


" D '■■ 


" " Mediant 


'■ E '■ 


" " Sub-Dominant " 


'■ B 


" " Dominant '• 


■■ A 


" " Sub-Mediant " 


,( J. u » 


" " Mediant 


" D '■ " 


" " Mediant 


" A " 


" Leading Note " 


" E " 


" Sub-Mediant 


' D ■' 


" " Super-Tonic " 


" B '■ 


" Sub-Dominant " 


" A 


" " Dominant " 


" B 


" 



12. Asa common chord is composed of three letters (1st, 3d, and 5th), under 
certain conditions any one of them may become the bass note to the chord. 




Third. FilOi. 
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13. When the first letter of a chord is the bass note, the chord is in the direct 
form, or direct. 



^^^^m 



First. Firs 

14, When the third letter of a chord is the bass note, the chord ia in the Jirst 



^^mm 



Third. TUird. Third. 

15. When the fifth letter of a chord is the bass note, the chord is in the second 



3Eifl^ 



IG. A system of fignriag is used to indicate the inversions of a chord. A 
chord is in the first inversion when the figure 6 stands under or over a bass note. 






A chord is in the second inversion 'when the figures | stand under or over a bas 
-- 1 r- ! 1 



S=g 



The absence of figures, 3 or anj- combinatioii of these figures, indicates the direct 
form of a chord. 



^=3= 



Name the chords and 



the following exercise : 




a s 
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" 17. Position is that part of the study of chords that relsites to the highest 
letter that appears in a chord. 

There are three positions of a common chord, founded on the three letters 
that compose it. 

18. A chord is in the first position when the first letter of the chord is the 
highest note. 



A chord is 




I position when the third letter of the chord is the highest 

Third. Third. ThM. 



i^^m 



A chord is in the third position when the fifth letter of the chord is the higliest 
note. 




19. When a sharp, flat or natural stands alone, under or over a hass note, the 
third from the hass note should be made sharp, fiat or natural. 






When a sharp, flat or natural stands heside a figure, under or over a bass note, it 
shows that the letter the distance of the interval denoted by the figure is sharp, flat 
or natural. 



>y Google 



CHAPTER lY. 

PSOGSMSSIOSr OF PABTS. 

A part in harmony is a succession of notes that may he performed by c 
voice, or by an instrument capable of sounding hufc one note at a time. 
1. A part should not proceed by an augmented interval. 



A part may proceed by a diminished interval, but it must immediately return to 
some note ■within the interval, and not proceed in the same direction. 



=^5!ip 



Alter the leap of an interval larger than a 5th, it is recommended to return to some 
note within the leap. 

.2. By motion is meant the changing of pitch of a voice or instrument — the 
movement of tones up and down the staff in a part, is said to be its motion. 
When two parts rise or descend together, they are said to proceed by similar 
motion. 






-.J-j-J J-J- 



When one part rises and the other descends, they are said to 
motion. 

[ I i I ' ' L4 

When one part remains stationary, retaining or repeating the note, and the other 
moves, they are said to proceed in oblique motion. 
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No two parts may proceed iu perfect flfths with each other. 



m^ 



Except fifths in the extreme parts l>y contrary or similar motion between the Tonic 
and Dominant, and between the Tonic and Sub-Dominant. 




No two parts may proceed io octaves with each other. 



H^^ 



Except octaves, in the extreme parts proceeding by contrary motion between Tonio 
and Dominant and between Tonic and Sub-Dominant. 



No two parts may 



Note. — The stadent will ohsarve that the bad progressiona in fifths, octaves and unisons, 
must he between the game parts. A fifth between bass and alto followed by a fifth between tenor 
and soprano would not be incorrect. 

i. Outer voices are those that sing tlie highest and lowest parts ; as bass and 
soprano in a quartette for mixed voices. They are the highest and lowest parts 
whether the composition be a duet, trio or quartette. 

5. Outer voices may not proceed by similar motion to a perfect fifth from 
another interval. 

I 




I^Si^l 



Except the 5th of the Dominant approached from the harmony of the Tonic, and 
the 5th of the Tonic approached from tlie harmony of the Sub-Dominant ; provided 
in both cases the top part move a 3d. 



^^ 
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e chord m moving to its different positions. 

s may not proceed fcy similar motion to an octave. 






Except the octave of the keynote if approached from the harmony of the Dominant, 
and the octave of the Sub-Pominant if approached from the harmony of the keynote ; 
provided in both cases the top part move a 2d, and such octave ia the root of a 
chord. 

4- 



5 may not proceed by similar motion to a unison. 



mm^ 



8. No part may proceed in fourths with the bass, except when the second 
fourth is a portion of a fundamental discord. 



|i#i 



The progression of fourths between two upper parts against a moving bass is not 
objected to. 



m= 



^^ m 



9. In harmony of two parts a 3d may not be followed by a 5th when both 
parts move a 2d. The bad effect ceases when a third part is added. 



10, The Leading Note must rise. There is no restriction as to the interval by 
which it must rise, except in a full close (Chap. VI, Section 5), when the Leading 
Note must rise to the keynote. 
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EXCEPTIONS. 



Except when the hass descends hy degrees from the keynote to the 6th of the 
key -when the Leading Note may bear the first inversion of s, concord. 



Except when all the parts proceed by degrees in a succession of first inversions. 



Except in changing from one to another position or inversion of the same chord. 

! J 



m^^^mm^^ 



11. As a passing note the Leading Note is free to rise or to fall. 






12. As a suspension (Chap. Xll, Sec. 2) the Leading Note falls in its 
resolution. 



^ilp 



i^ililiii 



13. As a diatonic seventh (Chap. XIV, Sec. 15) the Leading Note descends. 



^pii=s 



i i£E5^^^gS^^ 



14. The Leading Note should not be doubted (appear twice in the Bame 
chord). 

rioslCdbyCjOOgIC 



24 ■ DANAS PKACTICAL HARMONY. [Chap. IT. 

16. When a bass note is the major third of a chord, it may not be doubled, 
except the parts move in contrary motion, and the thirds are approached and left 
by the step of a 2d. 



doubled under the preceding 




Tllnstrations are given where the Leading Note i 
exception to the doubling of a major third. 




16. The chord of the Super-Tonic may not be followed by the cliord of the 
Tonic, except when both chords are in the first invei'sion, and when the chord of 
the Tonic is in the second inversion. 



fc=^^^ 



■ f * ^ 



17. The progressions, chord of the Dominant in the direct form, followed by 
the chord of the Sub-Dominant in the direct form, should be used sparingly; also 
the second inversion of the Tonic followed by the direct form of the Sub-Dominant. 



mm 



m^ 



m {^^m 



1 S. No two notes next to each otljer jn alphg,3)ejical order roay proceed by 
oblique motion to an octave cr unisdn. 
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CHAPTEK V. 



1. Ill ft previous chapter the idea was advanced that under certain conditions 
the direct form and inversions of the common chords in a major key could be used. 

2. There are five common chords in the direct form in a major key that are 
practical : Tonic, Super-Tonic, Dominant, Sul>-Dominant, and Sub-Mediant. 



Si 



3. The chord on the Leading Note is a diminished chord, £^ 
and therefore a discord, ' ^— 

4. The common chord on the Mediant is so unsatisfactory in its relation to 
the other chords of the scale, that it is classed among the discords. It ia not a 
discord in its construction, but in its association, or rather relationship. 

5. The chords on the Leading Note and Mediant are only discordant when the 
5th is between the bass and an upper part. Tiiese chords are no longer discordant 
when the interval of the 5th is changed from the bass and an upper part. Both of 
these chords can then be used in their ^rs( inversion.. 






Every note in a major scale can appear as the Jirst inversion of a concord. 



1. There are but three notes in a major key on which a second 
be made: Tonic, Super-Tonie, and Dominant. 



iiEE 



8. The following diagram will give the direct form and inversions on the notes 
of a major scale. 
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Tbat is, the 

Chord of the Tonic car 

Siiper-Tonic 
Mediant 
Sub-Dominant 
Dominant 
Sub-Mediant 
Leading Note 

9. The second inversion of a chord car 
inversion of another chord, but may by the s 
another chord. 



n the direet form, 1st and £d inversions, 

'• direct forna and 1st inversion. 

" let inversion only. 

" direct form, Ist and 2d inversions. 

" direct form, Ist and 2d inversions. 

" direct form and 1st inversion, 

" 1st inversion only. 



not be approached by leap from the 
ep of a second from the inversion of 



10. It may be approaclied by leap from an inversion of the same chord 



11. Also by leap or step of a second from the direct form of another, or t 
same chord. 



g gg^^g^^ 



12. A second inversion must be followed by some other chord on the same 
bass note, or else by some chord on the note next above or below it, diatonic or 
chromatic. 



IS. So long as the harmony of a second inversion continues, the bass note 
may proceed to another letter of the chord, or proceed by a succession of passing 
notes to it, provided when the harmony changes to a chord having another root, the 
bass return to the note that was the second inversion, or to the note next above or 
below it, whichever it might have taken had there been no digression. ^ . 
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14. A second inversion, if followed by a chord on the S ; -TZ — ^ p — r p 

same bass note, must appear on a more strongly accented — ^— — ^mz J: 

part of the measure than tfae chord which follows it. t s 

15. If the second inversion has been preceded by another chord on the same 
bass note, it may be taken at any part of the measure. 



i^^^Osi^l^i=i 



16. If the second inversion is followed by a chord upon the bass note next 
above or below, it may be taken at any part of the measure. 



n. There is the single case inwhich one second inversion , 

may follow another : The second inversion of the chord of the 9'-- — ^—- — »~~~~r 

Dominant, followed by the second inversion of the chord of ^ '^ 

the Snb-Dominant. * * 

18, Exemplify the principles in this chapter by figuring the following; 

Wo. 1, 



Wo, 2. * 




i^iSSiH^iii5£|S13^1|^lSS||l 
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19. Harmony has a richer, fuller effect 1711611 the parts 'stand at nearly equal 
distances from one another. If there is a separation between any two parts, let it 
be between the bass and the part next above it, 

, 20. Let the upper parts skip as little as possible, and where a note is common 
to two or more chords, retain it in the same part. 




w^^m$m 



21. When several first inversions occur in succession, it is expedient to place 
the first letter of the chord in the upper part, and thus avoid consecutive fifths 
which would occur if the fifth, letter of the chord was in the upper part. 



(^i^iiEi 



msmmm 



1= 



p^ 



22. When two chorda in the direct form move a second, it is expedient to have 
the fifth and octave of the first chord move in contrary motion to the bass. 




23. A lower part should not proceed to a higher note in one chord than the 
note assigned to a higher part in the previous chord, nor should a higher part proceed 
to a lower note in one chord than that assigned to a lower part in the previous chord. 



m mmm 



H 



24. Also in. ordinary choral writing a lower part should not be given a note 



-ii. Also m. ordinary cnoral writing a u 
higher than a note in the part above it in the 
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25. In the following exercises add an alto and tenor. 
No. 1. 



^g^:Eifg=g Sp£r£t£:s[ggE3|Spggpa^£^ 







" a 8 fl 6 ' " ■ a 6 e ^^ ^« "^ 

No. 4. 
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O HAPTER YI. 

COMPASS OF PARTS. 

1. In choral writing for four voices the following may be considered the 
average compass of the parts. 



SiEE 



E:i^ ^m^ mm^ p^^m 



2. Before proceeding farther the student should make himself perfectly 
familiar with every principle in Chapters IV and V. 

3, Add a Treble, Alto and Tenor to the following figured basses, ete. : 

No. 1. 







^^i 






-[-»—«'— j- "t f -^ 






JgEii PsigiggJ 



se= 



4 14 

TTo. e. 
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CADENCE OR CLOSE. 

4, The end of a musical phrase is called a cadence or close, and the term is 
generally applied to the last two chords of the phrase. The principal closes are 
the Full close, Half close, Plagal close and Interrupted close. 

5. A. full close is where the chord of the Tonic in its direct form, is preceded 
liy the harmony of the Dominant. 



6. A half close is where the final chord is the Dominant in the direct form. 




1. A plagal close is where the chord of the Tonic in its direct form, is preceded 
by the chord of the Sub-Dominant, which is either major or minor. 



^ ^ ^^^^ ^^^^^m 



^Hi 



^^m 



8. An interrupted close is where the harmony of the Dominant is followed by 
a chord, other than the chord of the feeynote. 



fcpg^^i^ 
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[Chap. TL 



closes i 



keys. 



9. Write Full 

" Half 

" Plagal 

" Interrupted " " 

10. Most of America's composers are writers of church music (chorals), and 
their writiiig of other styles of composition has been reached through their knowl- 
edge acquired in writing the simpler forms of church service. The same course 
will be pursued throughout this work, and as theoretical knowledge is acquired, it 
will be made practical in writing chorals, and the more elaborate forma of vocal 
writing-s. 

11. Where music is wedded to words one principle controls tiie union, and 
that is accent. Accented words or syllables must fall on accented parts of a measure. 

19. Measure is the rhythmical division of melody, and what is termed " time " 
is the inner division of measure. 

13. A measure may be divided into two units as its contents, the accent 
coming on the first unit, and the time is indicated by the 




Also three units ii 
being indicated by the 



And four units in a measure, the accent coming c 
time being indicated by the figures |, j[, |. 



the first unit, and the t 



the first and third units, the 



5^3Eg =fefei^ g 



14. Compound time is the placing in one measure, two, three or fourn 
of three units in a measure, and the accent falls as it would if the simple i 
of three nnits stood alone, except that it is more strongly marked upon the first 
unit than in other parts of the n 




15, Metre is the arrangement of the syllables of verse. 

16, Verse is measured by the number of lines, tho number of syllables in the 
respective lines, and the regular recurrence of accented syllables. 

17, As there are accented syllables in verse and accented notes in music, a 
proper union of the two is essential when poetry and music are combined. 

The accent in prose is equally applicable. 
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IS. Ill wedding music to ■words the first step to be takei 
for accent and thtn decide as 4o the time. 



s to scan the words 



If the following v 
particular emphasis ;— 



s read slowly, the syllables in italics will have received 



That I shall ^nd my ai 
Tbe/ai-nesao/theprt 
The seal of Thine vlcr- 



The above can be written in any kind of time, provided the accented syllables 
(tppear on the accented parts of the measure ; but there are many things to be taken 
iato consideration, as the character of the time, length of line in measure, etc., etc. 
Writing the first line of the verse in the different kinds of time, wiU best illustrate 
the principles advanced. 







A moment's examination of the above illustrations will probably result in No. 
1 or No. 3 being selected as the most, suitable ; | time, being flowing in atyle^ is 
quite acceptable. 



Ja^= p^^ggs iiiE 



Lord, 

mplifythe principles found 



19 In order to 
point, and to dei'elop the knowledge acquired, it 
write chorals, ii^iug the common chords and first and second 



chapters to this 
recommended that the student 
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The first verse to a number, of hynms wii! be given requiring musical setting. 
At the end of eacii line a cadence of some kind should be introduced, unless the 
continuity of thought is such that punctuation does not occur at the end of the line. 
A full close should appear at the end of the last line. 

It is urged upon the student to study the effect of chords in their inversions, and 
in their relation to one another. There are many progressions that are theoretically 
correct, but unsatisfactory to the ear. As to the direct form and inversiona of 
chorda the listener wUI observe that the direct form la satisfactory in its effect 
{thia aceounta for the advice regarding the uae of the du-ect form in the cloaing cboril 
of a cadence) ; the first inversion is indefinite in its e£fect ; and the second inversion 
is discordant. 



Brother, thou art gone to rest, 
We will not weep fi>r thee, 

Tor thon art now where oft on earth 
Thyspirltlongadtobe. 


How kind His precepts are ; 
Come, east your burden on the I#ord 
Ajid trust His constant care. 


No. 2. 
Jesus, and sliall it ever bo, 
A mortal man ashamed of Thea ! 
Ashamed of Thee whom angels proiao. 
Whose glories shine throagh endless days. 


■ No. S. 
See tow the morning snn 

Pnrsnes his shining way, 
And wide proclaims his Maker's prai 

With every brightening ray. 


No. 3. 
With aU my powers of heart and tongue 
I'll praise mj Maker in my song. 
Angels siall hear the notes I raise. 
Approve the song, and join the praise. 


No. 7. 
Asleep in Jesus I blessed sleep 
rrom which none ever wake to weep. 
A calm and undisturbed repose, 
Unbroken by the last of Ibes, 
Unbroken by the last of ftes. 


No.*. 
0. happy is the man who heats 

Holiglon's warnlEg voice. 
And who, celestial wisdom, makes 

His early, only choice. 


No. 8. 
There ia a calm tbr those who weep. 

They soAIy lie and sweetly sleep 
Low in the ground. 
Low in the ground. 



UNISOJV PASSAGES. 

20. A unison passage is where voices or instruments sing or play the s 
melody. The interval of one or more octaves may intervene. 




21. A double unison is where the voices or Instruments aing or play two f 
which are divided between the voices or instruments. 



^^^^^m^m 



Write an original composition 
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CHAPTE R VII. 

FALSE RELATION. 

I. False Eelation is when one part has a natural note, and another part has a 
sharp or flat of the same name ; either when both notes are sounded in the same 
chord, or when the two notes are sounded in two successive chords ; 



m^ (i^iipi 



jf-.* 



iHiii { mm=mm 



or when the two notes are sounded in two chords with a chord intervening. 



pifii. 



SfE 



m 



2. Seeming violations of the rule regarding false relation are to be found in 
oases of incorrect notation (see chromatic scale. Chap. II, Section 18), to which of 
course the rule does not apply, 

3. False relation does not exist between two successive chords, when the third 
letter of the first chord is the root of the second ; 



^iiiHi 



'mmm 



and when the third letter of the first chord is the fifth of the second chord. 



m^M 



'mmmM 
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4. False relation does not exist between two chords witli a chord intervening 
ivhen the former of the two chorda is a first inversion on the minor seventh in the 
melodic minor scale (see Chap. Till, Section 3), 

*___--_ _* _ 



iigHtlll^^ig 



5. False relation does not exist betwei 
when the chromatic note forms part of s 
Section T ) ; 



n two chords with a chord intervening, 
fundamental discord (see Chapr^Ja 






and also when the first chord is a Dominant or a Tonic, and the third chord (having 
its r.iot a minor third below that of the first chord), is the Dominant of another 
key, \yjt in this case the intervening chord must contain the note which is a minor 
second above the root of the third chord. 




6. When the chromatic chord of the minor second of the key (Chap. XVI, 
Section 6) and the chord of the Dominant are either of them the first, and the 
other the third chord in a progression, there is no false relation between tb" fii*^ of 
the one and the root of the other. 




7. "When the first chord is the Dominant of a minor key, and the third chord 
has its root a minor third above it, being either the Dominant of the^ipinor third 
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Chap. VII.] 

above the original keynote 
original keynote, tliere is no 



Dana's practical harmony. 



or being the Snper-Tonic of the minor sixtb of the 
false relation. 



E£5Si=>gi 



8. Either of the two notes may be donbled (sounded in two parts at once) 
and the dnplicate note in one part stands in no false relation with the note that is 

chromatically altered in another part. 




9. Chromatic passing notes {Chap. XI, Sections 15 to '. 
relation, if all the rules for their treatment be observed. 
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C HAPTE R VIII. 

MIWOB KEY. 

1. There are four common chords in the direct form in the minor key ("Chap. 
Ill, Section fl), founded oa.the Tonic, Sub-Dominant, Dominant and Sub-Mediant. 
Tlie chords on the Super-Tonic and Leading Note are diminished chords, and the 
one on the Mediant is an augmented chord. 



^Se 



M 



I IV V VI 

2. There are six first inversions in the minor 
key, appearing in all the tones in the scale except 
the Dominant. The chord on the Mediant, being 
augmented, is a discord in the first inversion, 
first inversion on the Dominant. 

3. There is also a first inversion on the 
minor seventh of the scale when the bass 
descends by degrees from the keynote to the 

4. The interval of a sixth may be taken on the Dominant of ^•- — =^^ E 

the minor kej-, bearing the figuring |, in which ease both notes may ^^^^^ 

be doubled. a 



hich accounts for the absence of a 



SI 



5. There are three s 
1 the major key. 



lid inversions in the minor key npon the s; 



6. The following diagram will giv 
chapter preceding it. 



:apitulation of the principles i 



^ 



The chord of the Tonic can 

" " " Super-Tonic 

" " " Sub-Dominant 

" " " Dominant 

" " " Sub-Mediant 

" " " Leading Note 



4 I i I ^ 

ied direct, 1st and 2d inversions, 

" in the 1st inversion. 

" direct, 1st and 2d inversions. 

" direct, 1st and 2d inversions. 

" direct, and lat inversion. 

" in the 1st inversion. 
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An I chord on tlie Dominant, and a first inversion on tlie minor seventh. 
A major common chord in sometimes vsed as the concluding chord in the minor key. 
1. Exemplify the principles in the chapter by figuring the following: 

ITo. 1. 







W^M^^^m 



|feEEgs[Ei= 5£JEEEJ 




m^= £m^m^mr^^^^m£ 



is^ife^s^i 



The student's attention is called to Chap. IV, Section 1 
8. Add a tenor and alto to the following e 
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9. Add a treble, alto and tenor to the following exercises : 
Wo. 1. 



ig 



-^M=s=m^^=^^ 
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ap^g^^i^gii^?^^ 



ii^H^ 



li^*ii^^iii^lil^^-l^^^ 



iapEgpgisa| £j£ig^i^Sgi^^^j-sg^ 




Write music in the minor key to the followuig words, observ 
the common chords and their inversions : 



Thy oliairteiiing wralh, O Lord, restrain, 

Tbaugh I desoTre i t all ; 
Nor let on roe the heavy etona 

or Thy diapleaEure fell. 



O Eafired Head, what glory. 

What blisa till now Was Thli 
Yet, though despised ond gor. 



How oft, alas ! this wretched heart 
Hiis wandered ftom the Lord ! 

How oft my roving thonghtE depart, 
Foi^tfol of His word ! 

No 3. 
■With broken heart and eontiita sigh, 
A trembling sinner. Lord, I cry ; 
Thy pardoning s^al^e is rich and ftee ; 
O God, be meroifnl to me. 

No, 4. 
Qod of my lilfe, to Thee I eall ; 

When the great water-flooda prevail. 



With tliorns, Thiol 



Dear Lord remember mo. 
When on my aching, burdened heart, 

My sins lie heavily, 
Thy pardon grant, the peace impart ; 

No. T. 
Lead, iiindly Light, amid the eireliug ( 

The night la darl!, and I uin f^ from h< 

Lead Then me on. 
Keep Thou my feet, I do not ask to see 
The distant ssene : one step enough for 

No S. 
la there a lone and dreary liour, 
When worldly pleasures ioso iheir powi 
My rather, let me turn to Thoo, 
And set each thauKht of darltnesB free. 
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C HAPTE R IX. 

PBDAL8. 

1. A pedat is a bass note, sustained through a succession of chords, of which 
chords the pedal note may or may not form an essential portion. 

2. The Tonic and Dominant of a key are the only notes that may be employed 
aa pedals.- Either or both of these may be sustained through any passage, either 
diatonic or chromatic, that does not modulate ; were modulation to take place the 
pedal note would lose its relation as keynote or Dominant. 

3. When the pedal note does not appear as a harmony note, the part next 
above it should form a good bass (that is, it should not have any notes unallowable 

. as baas notes — Chap. T, Section 8, and Chap. VIII, Section 6 — or proceed by leaps 
that are unallowable in the bass — Chap. V, Section 12 — or in fourths — Ghap. IV, 
- Section 8). ' 



* _, J J , _J L 




The errors in C.ic al)ove are to be seen in the first measure where consecutive fourths 
appear; aTid in the measure that follows a % chord leaps to the inversion of another 
chord. When the peclal is a harmony note, the part next above it, if the fifth letter 
of a chord, is not to be regarded as bearing a second inversion. 

i. A. pedal generally commences with a harmony of which the pedal note is 
tlio mot, but it may, however, commence with any harmony of which it is essential 




5. A pedal note can only be quitted when it is a harmony note ; if tins be the 
fifth of a chord (|), the rules for quitting the same must be observed, and if a dis- 
cord i-cquiring resolution, the rules for the treatment of the same must be enforced. 
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6. A pedal note miiy be continued during t lie progression of the other parts, 
r it may be reiterated. 



Ni§^=Pp|3EEE feii!i3iE|E^^E3l 



7. Ttie following exercises contain but three parts — tenor, alto and treble — to 
which a bass should be added introducing pedals on the keynote and Dominant, 
Wo. 1. 

(^^iiliiPi^^giiiiiililiiilp^ 



-J-— f-— t 



ipiPiii^jipppiiifiiiig^j^ 



'^^^^^^m^^mm^m 




E3Em^mm ^:^i^^ m^s m^=i 



-i— f-^f-t «it,_ 






^mmmm^^^m^^^mmm^^ 



^M$^=i^mM^^mmfM^M 
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8- A pedal may close wit!i a modulation, provided no change of key take 
pl.i,ce until the last chord upon the pedal. 



ilriiii^iiiiiiiiiii^ 




9. One series of harmonies inducing a transient modulation is allowable np'on 
a pedal ; this is the major common chord on the Sub-Mediant of the major key, and 
the fundamental discords derived from the same root, any of which may be used 
upon a Dominant pedal^ provided it be followed by some chord of which the perfect 
fourth of the keynote (the seventh of the Dominant) is a portion ; 




10. In modem music the pedal is frequently inverted, an upper part sustaining 
V,\^ note through a series of chords. Ail the rules of the baas pedal apply to the 
inverted pedal, unless it should be theone regarding the progression of the bass. 
The inverted pedal in no way affects the bass so long as this remains in the key of 
which the pedal note is Tonic or Dominant. 



til 



11. Sometimes the bass pedal is doubled in an 
rules for its treatment apply without exception. 



upper part, in which ( 



i aU 



-J-^J- 



wm^ 



|ii^iiiEE^^:ggl^ 
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OHAPTE R X. 

SEQUENGE3. 

1. A sequence is the repetition of a harmonic progression, or melodic fitrure 
at a different pitch to that iii which it was first given, all the parts proceeding by 

11 each repetition as in the original strain or figure, 

2. In a sequence the name of the interval, and not its qualitj-, as major, minor, 
.,is preserved iu the repetition. 



3. An augmented interval may appear a 
perfect interval. 

^" "" y 



e of the repetitions of what p 



4. In the following sequence the bass rises a fourth, the top part falls a second, 
the part next to the top rises a second, and the part next to the bass falls a third. 




5. In the repetitions of a sequence the Leading Note may be doubled ; also the 
discords on the third and seventh of the major key (Chap. V, Sections 3 and 4), and 
n the second, third and seventh of the minor key (Chap. Till, Section 1), may be 



6. Write 
the parts progress 



to the following bass, harmonizing the figm 
in the illustration of Section 4. 



md having 



1. The second inversion of concords is unavailable in sequences. 
8. A sequence may consist of but two chords, or more than two. Perhaps 
c and melodic sequences is to be found 



one of the best known illustrations of bar. 
in the Hallelujah choi-us of the Messiah. 

(45) 
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¥h^^^^^^:3ErM^^3^^^^:^^^^3^ 



i = f: i jL = =: 






Up 



S*33E^E^-a.^EEte3^ 






JF ^ ^ I- ' ^ ^ ' ^ ^ 

9. Wiito a series of dlatouio sequences ascending from the following figures: 

[mm- fi^ [mm 



m^m m^ ( 



m^ 



amin 



^^m 



i^m 



wm^ l^^ 



Wj'ite a series of diatonic sequences descending from the following figures : 



Ro.a. < N 



Hsil 



^liii 



1 



(iii^ii (iii|irE3 (g^pi 

10. The student should write sequences containing a number of chords. 

11. A sequence may consist of concords only, or passing notes may appear 
with them ; or prepareil discords. 



>y Google 



K E M A E K S. 



,, Google 



K E M A K K S. 



,, Google 



C HAPTE R XI. 



PASSING NOTES. 



1, A passing note is a note that does not belong to a chord. 

2, Passing notes may appear in one or more parts, and resolve upon tlie note 
r notes of the chord in which they appear; 



-, ___ , j I _^^ i_ I |_____| I 7 ^ 



(,i^^^iE 



or resolve upon a note of another chord. 

(lipipfiiigiiiE^^ 

II ^ 

3. A passing note may proceed by oblique motion to an octave, 



but should not to a nnison. 



DIATONIC PASSING NOTES, OB STRICT STYIE. 

i. In the strict or diatonic style, a passing note mnst he approached and 
quitted by the interval of a second, and it naust be at a less accented part of the 
measure than the harmonj' note which precedes it. 

A passing note approached in this manner may either rise or fall to the next 
note. 



[m^^m smsmm 
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5. Two passing notes may appear in a chord. 



f=mi=m^ 



mm 



6. Where two passing notes appear in a chord they must proceed in the same 
direction in which, they are moving until they reach a harmony note, the second 
g note not returning to the note that appeared as the first passing note. 



t 1 

T. The single exception to the rule regarding the approach and quitting of a 
passing note by the interval of a second is, that a passing note, instead of proceeding 
to the harmony note next to' it, leaps a third to the note on the other side of such 
harmony note, and then returns to the harmony note it would have resolved upon 
had the skip not been made. 




^^m^^m^^^m^mmi 



8. Two or more parts may proceed by passing notes, in which case the parts 
which move while other parts are sustained, must proceed in such progressions 
with each other as would make pure harmony, independently of the sustained parts. 

ipiip53ippfifip|lp-^=p|ipi!ill: 



3. Civi* should be taken when passing notes appear above parts that a 
led, ihftt consecutive fourths are not written. 



mm^mm 



In the second measure the two upper parts move in fourths, and as the lower voices 
do not move, the lower of the upper pai-ts must be considered as a bass to it 
(Chap. IV, Section 8). 
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Add soprano, .ilto and tenor to the following exercises containing passing notes, 
Otliers should be introduced in tlie j^arts when they can be properly treated. 

A line over or under several notes, signifies that the chord belonging to the 
first of such notes is to be retained or repeated so long ns the line continues. A 
line from a figure implies the same principle. 









:^^T-:f=^iz± 



m=:=sm m^m msmmm 



wS=^^^sE^^^M=M^M?^MmS: 



10. Introduce passing notes in the various parts of the following chorals, 
observing all ideas referring to their use in the diatonic or strict style of writing. 
To illustrate what is desired a choral will be given, and passing notes introduced. 






^^JuJc^J^i i__^JJ^J^ 




\ L' f ^ ' '^ ^ Lj ■ ^^ I I ■*■ ■ j ^ ^ i ^^ i ' - 
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'i^^^mi^^^mmi^=£ii^mm 



I I I I 



gipiiiiiii^iiiiiiiii^ii^iiyi 






.iSiiailii^m^iifJfi^iPiiiig 

■ I I r I ' r , I , [ nr 



^^-r.^-^-l^'h-'-^— 




IsEti-istii^; 



3=-|g=iEi|Ei 






(I ■ . I ' I 



Write origmal compositions exemplifying diatonic passingnotea in the major key. 

Review tlie melodic minor scale, Chap. II, Section 11. 

11, The major sixth of the melodic minor scale may appear as a passing note 
ascending and descending, when the fifth and major seventh of the key are harmony 
notes. 



=^ESi§i3i^iiiipfegi|:pP'^Egi 



i^^mmmm 



=Em m ^m 
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12. The minor seventh from tiie keynote of the melodic minor scale may- 
appear as a passinff note ascending or descending, when the minor sixth and key- 
note are harmony notes. 



$i 



iSi]isiiiiila=§i 



m0m%mmMmw^m. 



13. The minor seventh and minor sixth of the melodic minor scale may 
appear as passing notes descending, when the keynote and the fifth of the key are 



li. The major sixth and major seventh of the melodic minor scale may appear 
as passing notes ascending, when tlie fifth of the key and the keynote are harmony 
notes. 




Add soprano, alto and tenor to the following exercise containing passing 
notes, observing the suggestions in the preceding exercise (Chap. XI, Section 10). 



gEE3E=sssin*EE 



w,^^^^mmmM^§mii 



Introduce passing notes in tlio various parts of tlie following chorals (se 
Chap. XI, Section 10, for an illustration). 

Ko. 1. 

,-0-i 1— i-„ 



!==!=!=?: 



T=?=r=^= 



fiipi^ipiEi^SlEip«ElE3S^ 



JmMMM 



'mm sj^m 
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'0E^S^^3F^^=lmM^^^^E^^^^^S 






S5=i==ip==Ep=E=iliiiE=|^E^ 






t=EEE! 






iEg 



s^^Eife-g=S^^||s^^5^|ite^^| 







fci= 



iifppi^iiiiipigiiigipii 



^a H». ^ 



Write original compositions exemplifying diatonic passing notes in tlig minor 
k<.y. 

FREE OR GHROMATIG STYLE. 

lo. Ill t;ie Free or Chromatic Style, a passing note may be approached by the 
step of a second, as in the strict style, and it may also be approached by leap. 
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16. All aiigraented interval is allowable by leap to a passing note. 



P=^§i^^liE 



mmmm 



y 



II. If a passing note that is approached by leap resolTe upon a harmony note 
below it, the passing note may be at the interval of a tone or eemi-tone from it, 
according to the. diatonic scale. 



iEE5±=i 



1 



Sl3 



18. If a passing note approached by leap resolve upon a harmony note above 
it, and snch harmony note is the first, fifth or seventh letter of a chord, the passing 
note must be at the interval of a semi-tone. 



=mm 



mmmm 



g^jgijg-^Egig^EgEig 



^mmmm 



19. When it resolves on the third letter of a chord it may be at the interval ' 
of a tone or semi-tone. 






20. Where a passing note leaps a third to the note beyond the note of resolution 
(Chap. XI, Section 1), and the note of resolution is the first, fifth or seventh of a 
chord, the passing note below must be at the interval of a semi-tone. 



mmmmm 
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21. A passing note approached \>y the step of a descending second from the 
first or fifth letter of a chord, find returning upwards to the same note, must be at 
tlie interval of a semi-tone. Cy some authors, passing notes with this eharaeteriatie 
are termed changing notes. 



"'zt*z:!i r^ „' _^i]:"r^ft^"*iT 




23, If two parts proceed together as passing notes, when one steps a semi-tone 
that belongs to the diatonic scale of the key, the other may step either a semi-tone 
or a tone. 




When one steps a ehromatic semi-tone, the other must step a semi-tone also. 



23. When two parts proceed by the inter\'als of thirds or sixths, the need does 
not hold for the note below a first, fifth or seventh letter of a chord to be at the 
interval of a semi-tone. 



|Hsfes=ji|3s|i3=^ 



mmm^^^i 



24. The harmonic minor scale may be employed for a succession of passing 
notes upon the Dominant hartnony in the minor key, in which case the interval of 
the augmented second between the sixth and seventh degrees is not objectionable.* 



T I ■ ! ^ 

25. The major sixth and minor seventh of the melodic minor scale areavailable 
IS in the strict style. 

26. The note a semi-tone below anj' letter of a chord may he taken by leap as 
t. passing note if it he resolved upwards. 

in of paf aing notes upon other harmoniMlSTJw minojJIa 
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1 — r 



ig, which produces 
(Chap. VII, 



See Cha^. II, Section 18, for the proper notation of the pree 
no false relatioa with the harmony note on which it 
Section 9j, 

21. The note ft semi-tone above any interval maybetaicen by descent of a semi- 
tone, if it be resolved downwards, without producing false relatioa with the 
harmony note on which it resolves. 

I 

28. If in a succession of passing notes a chromatic note be taken, the passage 
must proceed by semi-tones njitil a harmony note is reached. 




For the following exercise read Sections 20 and 21 of this- Chapter. Add a 
tenor, alto and soprano, introducing passing notes. 



i*E^ 



®T*-flI*-'-'-'— '"•nBi-* 5-*-*-#-=-| 2 -, , I I ■— g^ n 



Write a number of exercises exemplifying the principles in the free or chro- 
matic style of passing notes, 

ISee last page of llio work for Appi^giaturaa.) ^^---,-| |,y CjOOQ | C 



CHAPTEK XII. 

SUSPENSIONS. 

1. Notes that do not belong to a chord are unessential to it, that is, the chord 
or its name is not affected hy their appearance ; the discordant tones tiiat appear 
in this manner avepassing notes and suspensions, and are called Xlnessential Discords. 

2. A suspension is the retaining of a note of one chord into the chord that 
follows, of which chord this note forms no portion, and to a note of which it resolves. 

3. Three conditions are essential to a suspension, namelj' : 

Freparation^-ThB sounding of the note in the first chord. 

Suspension — Its retention and appearance as a discord. 

Besolution — Its progression to a note of the chord in which it was a discord. 




The preparation and suspension must be in the same part. 

4. An essential to a suspension is the retaining or holding of the note from 
the first into the second chord. If the note were newly sounded in the second 
chord, there would be no suspension. 




A Suspension. Not a Siupeosion. 

5. The suspension should be no longer than the preparation and is s 
shorter. 

6. The suspension appears at the accented part of the measure. Sometimes 
one or more of the parts may move from one to another interval of the chord in 
which the suspension appears. 
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T. The only interTals that appear ii 
from any root, and the dissonant fifths i 



degree 
tions 3 



f the 
nd4). 






r scales (s< 



uspenaion are the ninth and the fourth 
the chords on the third and seventh 
; Chap. I, Section 23; Chap. IV, Sec- 



8. The ninth in suspension resolves upon the root of the chord. 

9. The fourth in suspension resolves upon the third letter of the chord. 

10. Tlie dissonant fifth in suspension resolves upwai-ds to the root of the 
chord. 

11. A suspension is always one degree from the note on which it resolves. 
In case of the ninth and fourth one degree above, and of the dissonant fifths one 
degree helow. 

12. A suspended discord always stands in the place of the note upon which it 
resolves, and any progression that would be forbidden is not relieved by the use of 
the suspension. 

No. 1. TJo. 2. 




The forbidden progressions in No. 1 are equally bad in No. 2. 
A suspended discord is accompanied exactly as it would be were there no 
siispenaion, subject only to the conditions stated in Section li of this Chapter. 

mNTS JJf SUSPENSION. 

13. The ninth in suspension resolves upon the root. 

14. The note upon whicli the suspension resolves should not be sounded 
together with the suspension, except the suspended ninth with the root in the bass; 



m^m 



( pj^ s^jg 



m^m ^m 



and except the suspended ninth with the root in an upper part, in w>i;ci) ca.^" the 
root must be at the interval of an octave, and approached by the step of a second. 



^^^^^ 



sm^^m 




15. The last exception, though admissible, is undesirable, and should he 
employed with the most careful discretion. 

16. The following is the figuring of the direct form and three inversions of the 
ninth in suspension. 
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In thQ direct form (theflrst letter of tbe chord as the bass note), it is figured 9 8. 



ai^=^ 



In the Jlrst inversion (the third letter of the chord aa the bass note), it i 
gured 7 6. 



e 



'^^^^ 



In the second inversion (the fifth letter of the chord as the bass note), it is 
figured f ^, 



In the third inversion (the ninth appearing in the bass), it ia figured 




IT. As the suspended ninth resolvesupon the root of a chord, the last inversion 
of it innst be upon such a note as in its resolution would leave the direct form of a 
common chord. 

SUSPENDED NINTH IN THE MAJOB KEY. 

18. As a suspension is no part of a chord, it can appear in the direct form and 
inversions on such notes of the major scale as bear the direct form and inversions of 
common chords (Chap. Y, Section 8). 

19. There is no suspension of the ninth in the third inversion on one and four 
of the major key, as the resolution of the suspension would be upon seven and 
three of the scale which do not bear a common chord. 

20. The following diagram will give the direct form and inversions of the 
suspended ninth on the notes of a major scale. 
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21. In the first inversion of the suspended ninth, ■wben tho bass is a major 
third, Chap. IV, Section IS^, should be observed. Double the fifth letter of the chord. 



SE^ii^^i 







22. Add a treble, alto and tenor to the following figured exercises : 
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iiiiiiiiiiig^-^ii 



iHii 



'U'^rite origiual compositions in a major key, introducing tlie niutli in suspension. 
8USPEMBED NINTH IN THE MINOS KMT. 

23. The suspended nintli can appear in tlie direct form and inversions on such 
notes of the diatonic minor feey as bear the direct form and inversions of a common 
chord — Chap. Till, Section 6 — provided the resolution of the suspension is not by 
forbidden progressions, 

2i. There is no direct fonn of a ninth in suspension on the Sub-Mediant of 
the minor key, as the resolution is by an augmented interval. 



25. There is no first 
mented interval. 




on the Tonic, as the progression is by an aug- 



2G. There is no third inversion on the Leading Note, as the progression is by 
an augmented interval. 




27. As there is a, first inversion on the minor seventh in a minor key 
fChap. YIII, Sec. 3), there can be a first inversion of the suspended ninth on the 
same degree. 
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There is also a last inversion of tho suspended ninth on tlie minor seventh. 



Siiiiliieii 



28. The following diagram will give the direct form and i 
suspended ninth on the notes of a diatonio rainor scale: 















^_ 


pS^ 




t- ta^ 




=Ht 


z^&r- 


r=®z= 


— o — 












^4 




,, 






. . 


" 














7Sfl 


•. . 


7 , 




7 a 


, . 


r . 
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S= [ (!= 




t= 





29. Add a treble, alto and tenor to the following flgared illustrations ; 

No. 1, 







ms^^is 



gjfei^^aj ippg 



_ ^- .- . .. ... . -. .- . I 

Write original coinpositions in the minor kej', introducing the ninth in 
suspension. 
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CHAPTEK XIII. 

TSE FO USTM IN SUSPENSION. 



The fourth in suspension resolves iipon the third of the chord. 




2. The note npon -which the suspension resolves should not be sounded 
together with the suspension ; except the fourth together with the third in the bass 
(first inversion), or an upper part, in which case it must be approached by the step 
of an ascending second, and the interval of an octave intervening from the note of 
resolution, 

3. The following is the figuring for the direct form and three inversions of 
the fourth in suspension; 

4. In the direct form (first letter of the chord as the bass note) it is figured 4 3. 




6. In the first inversion (third letter of the chord as the bass note) it i 
and the bass is approached from the second below. 




e. In the second inversion (fifth letter of the chord as the bass note) it is 
figured J £. 




>y Google 



REMARKS. 



,, Google 



R E M A K K S. 



,, Google 



.p. Sin.1 DANA S PRACTICAL HAEMONT. 63 

1. In the third inversion (the suspended fourth in the bass) it is figured Iz. 






SUSPENSE J) FOURTH IN TSE MAJOR KET. 

8. As the fourth in suspension is no part of a chord, it can appear in the 
direct form and inversions on such notes of the major scale as bear the direct form 
and inversions of common chords (Chap. V, Section 8). 

9. There is no first inversion of tlie fourth in suspension on the Leading Note, 
as the resolution of the suspension would double that note (Chap. IT, Section 12). 

10. As the resolution of the fourth is upon the third of a chord, the last 
inversion of this suspension can appear on every note of a major scale. 

11. The following diagram will give the direct form and inversions of the 
fourth in suspension : 



ir#= 



Z-5 



u 



i- 



12. Add a treble, alto and tenor to the following figured exercises : 
No. 1. 

* *8 a *K 7a 98 .43 a— 13 e& la 43 a 6 

Wo. 2. 

OS 6 a 4S 43 78 13 a TS 8 
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Write original compositions in. the major key, introducing the fourth in 
suspension. 

SUSPENDED FOURTH IN TEE MIUfOR KEY. 

13, The fourth in suspension can appear in the direct form and inversions on 
such notes of the minor key as tear the direct form and 
chords (Chap. Till, Section 6), provided the resolution 
progressions. 

14. There is no direct form of the fourth in suspension 
liecause of the augmented interval. 



of common 
not by forbidden 



1 the Sub-Dominant, 



15. There is no first inversion of the fourth in suspension on the minor sixth 
of the scale, because of the augmented interval. 



fe^^^^^n.^^ 



iii^ing 



16. There is no first inversion of the fourth in suspension on the Leading 
Note, because of the doubling of that note (Chap. TV, Section 12), 




IT. There is no second inversion of the fourth in 
because of the angmeoted interval. 



E^gi^i 
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18. As there is no first inveraion of a common chord on the Dominant of a 
minor tey, there is no third inversion of a fourth in snspension on the minor sixth 
of the key. 

19. There is no third inversion of the fourth in suspension on the Leading 
Note, because of the augmented interval. 



m^mm^ 






The following diagram will give the direct form a 
fourth on the notes of a diatonic minor scale : 



Lversions of the 



2l. I see no reason why the minor seventh should not be used in suspension 
(Chap. VIII, Section 3). 



a^^i^ 



|g 



22. Add a treble, alto and tenor to the following figured illustrations : 

Wo. 1. ___^ 



jF ^sjj^ggEgiigspgg iEggig^^E^ggpi 




-F-T-»-T-®- 



mm mm^^m^- 
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23. Write original compositions in tlie minor key, introducing the fourth in 
stis pension. 

DISSONANT FIFTHS IN SUSPENSION. 
The dissonant fifths in the chords on the third and seventh degrees of both 
major and minor keys, can appear in suspension. 

24. This suspension appears only in the direct form, the fifth rising to the 
sixth from the bass note, and is figured 6 6 ; the resolution resulting in the first 
inversion of a common chord. 

25. The letter that the fifth resolves upon must not appear in any of the 
other parts. 







26. Add a treble, alto and tenor to the following figured illustrations : 
No. L 







Write original compositions in both major and minor keys, introducing the 
dissonant fifth in suspension. 

21. Any suspension may, previous to its resolution, proceed to a consonant 
note of the same chord, either by leap or step of a second, but must return to the 
note of resolution before the harmony changes. The return to the note of resolu- 
tion may be by leap from a consonant note or by passing notes. 

28. The following illustrations of suspensions, strictly written and then 
floridly ornamented by leap to other letters of the chord, and the introduction of 
passing-notes, will give the student an understanding of the principle : 
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I^^^^p sg^ g^gap g^ggfeg^ 







ygg fer-jj^ 



43 68 78 78 Jfl "^ 

29, Add suspensions in the florid style of writiog, to the following figured 
illustrations : 

78 78 78 66 6 Tfl 43 98 78 a 43 

Ho. 3. No. 4, 

8 US 68 J8 I (68 7t8 7(8 J68 8 88 fl T|8 J 

Wo. 5, ^^ ^'-^ „ „ - f^ ^ — 



Wo. 6. 



w;ji" I ill 1 ° I ' ^ i I ' l ■ ■■ f' rr — ^ P -i- ffl - - I ■ i -r— ■[^-r-:- " * ■■■i p 

Write original compositions in major and minor keys, illustrating the florid use 
of suspensions. 
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DOUBLE SUaPENSIONS. 



SO. The ninth and fourth may be suspended together in the direct form and 
inversions of a chord, 

31. The treatment of each discord is the same as if it stood alone. 

33. The dissonant fifth in the chords on the third and seventh degrees of 
both major and minor keys, may be accompanied by the first inversion of the 
ninth in snspensiou. 




33. The dissonant fifth in the chord on the third degree of a major or 
key, may be accompanied by the first inversion of the fourth in suspension. 



pfejgggg g^ 



mmsE^^ 



34. In a double suspension of the ninth and fourth, where the ninth is in the 
bass, the chord is figured | 7. 
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35. In a double suspension of the ninth and fourth, where the fourth is 
the bass, the chord is figured ^ 1, 



piipl 



36. The following diagram wOl give the direct form and inversions of double 
suspensions in a major key: 



1 1 



i I 



n !i 



g 



t i 



ST. Add a treble, alto and tenor to the following figured illustrationa ; 

Wo. 1. . . 







m ^^m mm ^^siis ^-Jt^^^ss^m ^^!^ 



Write original compositions in the major key, illustrating the use of double 
suspensions. 

38. The following diagram will give the direct form and inversions of double 
suspensions in a minor key : 
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39. Add 3, treble, alto and tenor to the following figured iDustrations ; 
Ho. 1. 




Write original compositions in the minor key, illustrating the use of double 
suspensions, 

SUSPBmiON OF GOMPLETM 030BD8. 

40. A choi'd may be suspended over the bass (whether the root or third) of a 
following chord, provided the root of the second chord is a fourth above the first 
one. There being suspended sufficient notes to define the chord that prepares them, 
they are regarded not with reference to the bass over which they are suspended, 
but proceed j ust as they would were there no suspension, except that no discordant 
note move more than a second. 

This rule applies not only to concords, but to all the discords hereafter described. 

Lines drawn from a note or figuring signify the suspension of the complete 
chord, and the figures that follow, the resolution of the chord. 






41. Add a treble, alto and tenor to the following figured illustrations : 
Ho. 1. ^ 
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Write original compositions in both major and minor beys, introducing sus- 
pensions of complete chords, 

42. A suspension can be prepared by a discord. 



-Jrr:J_ 



kMm 



43. A fundamental discord (Chap. XVII, Sec. 1) may be prepared in one part 
and suspended in another ; 



^iliSipi 



.^mt^ 



or any notes derived from the same root may be introduced in the suspension which 
did not appear in the chord that prepared it. 



pEii 



mmmm 



pEEiiiEFjii pii 



^JEn^^ pi^m 




44. Other interrals— as the thirteenth — are often treated, the. same as suspen- 
sions, and are termed intervals of retardation. 



"PfiOVE ALL THINGS." 

It is desired that, the student examine the works of Bandel, especially hia 
Suites, Yols. I, II and III; also, the writings of Bach, among which might he 
mentioned his Mass in B minor. These authors' writings contain illustrations of the 
principles advanced in preceding chapters regarding suspensions, that to the earnest 
student will afford much pleasure in their examination. 
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The following diagram- will give a recapitulation of all figuring ( 
chords, to the close of suspensions. 



MAJOM KET. 



MmOR KET. 
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CHAPTEK XIV. 

ESSENTIAL DISCORDS. 

o part of a harmony, l 



i inessential to it, 



1. Essential Discords are those that enter into the harmony, and are a part of 
the combination, 

2. Such discords are the 

Dissonant Fifths in the "chord on the mediant," in both major and minor keys. 



^ 



Chords of the Seventh. 



Chords of the Ninth. 



,1^^ 



(lin^ 



DIATONIC DISCORDS. 

3. A diatonic discord is one consisting of notes according to the signature of 
the key. When modulation occurs, the accidentals that denote t!ie change of key 
are to be regarded as belonging to the signature of the new key, and are diatonic 
in the key to which the modulation is made. The leading note of the minor key, 
though indicated by an accidental, sharp or natural, is diatonic ; so also are the 
major sixth and minor seventh of the melodic minor scale. 

4, A diatonic discord resolves upon a chord whose root is a fourth above the root 
of the discord. 
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5. Two conditions are essential to a diatonic discord, i. e.: 
Freparation.^—The sounding of the tone in the chord before the one in wliich 
it appears as a discord. 

Hesolution. — Its progression to a tone of the following chord. 




No two parts may proceed in seconds or scTentlis with each other. 



CBOBD OF THE DISSONANT FIFTH. 

MAJOR KEY. 

1. The dissonant fifth in the " eliord of the mediant," in a major key (Chap.T, 
Section 4), may be taken as an essential discord, resolving when the entire chord 
changes. 

8, The chord of the mediant is resolved upon the chord of the sub-mediant 
(Chap. XIV, Section 4). The fifth, appearing as the discord, must be prepared, and 
as it is the leading note, resolves upward to the third of the following chord. 




9. The chord of the mediant, in its first inversion, is not a discord, being 
available as a concord (Chap. Y, Section 5). 

10. The figuring used to indicate the dissonant fifth in a major key, will be 
the figure 5 placed under or over the bass note on the third degree of the key. 

Add a tenor, alto and soprano to the following figured exercise : 



SlSi 
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CHORD OF THE DISSOJIfANT FIFTH. 

MIKOa KEY. 

11. The dissonant fifth in the chord of tlie mediant, in a minor key (Chap. VIII, 
Section 1), may be taken as an essential discord, resolving when the entire chord 
changes. The preparation of the chord and resolution is the same as in the 
major key. 



fe|=^^E^ 



m 



12. The figure 5, with a |f or 1| liefore it, standing alone under a bass note, 
signifies the essential discord of the augmented fifth. 

Add soprano, alto and tenor to the following figured exercise : 



p^g ^lasgfe E gp^llE^a i 



)3. The first inversion of the chord of the mediant, in a minor key, is also 
discordant {Chap, VIII, Section 2), and the dissonant fifth requires the same 
treatment as in the direct form. 



^fi=S=pl 



iISf 



a= 



14. The figure J or J, over or under the dominant, in a minor key, indicates 
the first inversion of the dissonant fifth. 

Add soprano, alto and tenor to the following figured exeteise : 

B fl 6 3 6 5 98 fl S a i3 iSSi 6 s 
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15. A chord of the 
itdded. 



DIATONIC CHORDS OS' THE SEYENTn. 

enth is a commou chord with a seventh from its root 



Si^ 



16. A seventh letter maybe added to dissonRnt combinations; as the chord 
on the mediant, in both major and minor keys, the diminished chord on the second 
degree of a minor key, etc. 



l=m^M^ms^ 



^P^ 



17. As there are four letters in a chord of the seventh (and under certain 
conditions any one of these can appear as a bass note), there will be the direct form 
and three inversions of the chord. The direct form, first and second inversions, are 
founded on the same tones as in the common chord (Chap. Ill, Sections 13, li and 15), 
and the third inoersion is when the seventh letter of the chord is the bass note. 



^mm 



18. A system of figuring is used to indicate the direct form and 
chord of the seventh. 



A chord of the seventh i 
over a bass note. 



I the direct form when the figure "l stands under 



Si 



A chord of the seventh is in the fird inversion when the fi 
over a baas note. 



^mm 
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the second inversion when the figures % stand 



A chord of the seventh ii 
over a bass note. 



^=sm 



[1 the third inversion when the figures i stand under 



^^m 



Note.— Tlie figures under or over a bass note show the intervals from the bass note ; for 
the present they will be used to show the derivation of the chord, but it cannot be said too 
often that the figures under a bass note are only intended to describe the intervals from it, and 
net to thow its derimlion. Perhaps the following will illustrate the principle : 



^=^m 



The figuring indicates a chord of the seventh, on B, in the direct form, bnt as B is not a 

chord with a seventh from its root added (Chap. SIV, Section 15), then the figuring does not 

describe the derivation. 

19. A diatonic chord of the seventh roust be resolved upon a chord, the root 
of TThieh is a fourth above the root of the discord, and this second chord may be a 
concord or another prepared discord. 

20. The seventh is the discordant tone which must be prepared, etc. (Chap. XIV, 
Section 5), and resolves upon the third of the following chord : 




The resolution ms,y be delayed by its being suspended as a fourth. 

;d=i::^=r=ti 



=i=il^^ 
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2.1. A seveiitli may be. added to the chord on the mediant, in a major key, 
when both the seventh and the fifth have the same treatment as either would have 
without the other. The figuring of the combination is J. 




22. In the first 
discordant (Chap.V, Seeti 
requiring preparation. 



the mediant, in a major key, the fifth is not 
5), and if the seventh is added, it is the only tone 




23. As there is no common chord upon the leading note, there can be no chord 
of the seventh upon the sub-dominant (except in- the- last inversion), as the resolution 
of the chord would be upon the leading note (Chap. XIV, Section 19), which is not 
a common chord. In one of the repetitions of a sequence it is available (Chap. X, 
Section 5). 

The last inversion of a chord of the seventh upon the sub-dominant may be 
taken, as the resolution of the discord is upon the fii'st inversion of the chord upon 
thf leading note, which is a concord (Chap.V, Section 5), 



Ipf^s^H 



24. As there is no common chord upon the mediant, there can be no chord of 
the seventh upon the leading note (except in the last inversion), as the resolution 
of the chord -would be upon the mediant (Chap. XIV, Section 19), which is not a 
common chord. In one of the repetitions of a sequence it is available (Chap. X, 
Section 5). The last inversion of a chord- of the seventh upon the, leading i 
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may be taken, as the resolution of the discord is upon the first inversion of the 
mediant which is a concord (Chap. X, Section 5). 



m 



1^^==^ 



25. The second inversion of a diatonic chord of the seventh is unavailable, . 

26. The following diagram will give the direct form and inversions of dii'.tonnj 
chords of the seventh, and the dissonant fifth, in ft major key. 



'1 ' 1 '■ 


^— 


'1 


'1 ! ; 




! 


Ti™ ,...V.„.. ,„„-:.». T 


Sm '~ 





> In the uEa of this ebotd of the seventh tht fifth may be omitted, and the ahsrd la flgnred I—. 

Add a soprano, alto and tenor to the following figured exercises : 




2ESS3^=EiS 



m^3^^^=^^^E^^ 



i!iii_^^g^^ipi^^ 
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diatonic cliords of the 



Write original compositions in a major key, intr 
seventli, 

DIATONJO CHORDS OF THE SEVENTS MINOB KEY. 

2T. A seventh may be added to the diminished chord on the snper-tonic in a 
minor liey (Chap. SIV, Section 16), in which case the fifth and seventh both require 
preparation. This chord is only used when accompanied by the seventh. The 
fifth resolves upon the root of the following chord. 



fegs ; 






In the inversions of this chord the fifth i 
;), and the seventh only requires preparation. 



not a discord (Chap. Till, Section 




38. A seventh may be added to the augmented chord on the mediant of & 
minor key (Chap. YIII, Section Ij, when both the seventh and fifth have the same 
treatment as either would have without the other. 
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In the inversions of this chord the fifth is a discord and reqnires preparation. 




29. There is no direct form of a chord of the seventh on the tonic in a minor 
liey, as the resolution of the seventh would be by an augmented interval. 




30. There is no first inversion of a chord of the seventh on the mediant in a 
minor key, as the resolution of the discord is by an augmented intervaL 



=fes§:^ 



31, There is no third inversion of a chord of the seventh on the leading 
minor key, as the resolution is by an augmented interval. 



i=iii 



^: 



32. As the leading note does not bear a common chord, there is no chord of 
the seventh on the sub-domLnaut. The last inversion of a chord of the seventh of 
the sub-dominant is admissible, as its resolution is upon a first inversion. 
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33. As there is no common chord on the mediant, there can be no chord of 
the seventh on the leading note. 

34. As there is no common chord on the super-tonic in t\ minor key, there can 
be no chord of the seventh on the sub-mediant. The last inversion of this chord is 
admissible, as its resolution is upon a first inversion. 




NOTB. — A seventh in the direct form may be takeu on the sub-mediant, provided its 
resolution is upon a 




35. As there is a first inversion on the minor seventh of a minor key (Chap. 
VIII, Section 3), the last inversion of chord of the seventh can appear on this 
interval-and resolve on a first inversion. 



m^^imm 



3fi. The following diagram ivil! give the direct form and inversions of chords 
of the seventh in a minor key. 



i^^— i^ia-s; 


-»- 








!" »* 1 ' • ! ' 




1 ; 1 > [' 


6 




There | is no jBeoond iovet- lelonof ^'■^^ 


7ttJ. 




i\1\ t\ ».] t\ ■ 1 


» 



• The fifth can be omitted in thle combiDatlon nhen the eeveath alone requiFca trea,tment. 

3T. Add a soprano, alto and tenor to the following figured exercises : 

Ko.1. 

1. ^i . t . «• ' .; ' ' ' ' — 

HoslCdbyCjOOl^lC 
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i^^'isniiiiiiis 



ggfcggg ^aJggiii i^gi^igS^ggg 



4Si;6a ilfs 6-5 



''i " " ■ • • J 

t 

s 8 if rasso s j a a i ' e ' e — e jf 

No. 5. 




Ay EXCEPTION. 

38. There is an exception regardiiig tlie preparation and resolution-of diatoniii 
discords. 

39. The chord of the seventh of the dominant may be used -without 
preparation. 

40. There is a second inversion of this discord, and its progression is the 
same as the second inversion of a concord (Chap. Y, Sections 9 to 18). 

41. When the second inversion of the dominant seventh is followed l)y a 
first inversion, the bass rising one degree, the seventh may rise to the flfth of the 
following chord. 



I r r 



42. In the use of the second inversion of the dominant seventh, the root may 
be omitted and the seventh doubled; in which ease one seventh observes the rule, 
and the other is free to rise by step of a second to the fifth of tlie following chord, 
or leap to the root. 
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,giEEg S3; ii8 iii=i^l g±E 



3^1 



43. When the seventh appears as the bass note, it may lie approached by leap 
from beloT^', but not from above. It can be approached by the step of a second 
from above or below. 






44. There are also exceptional progressions of the seventh on the dominant. 
Besides being resolved according to the rule for diatonic discords (Chap. XIV, 
Section 4), it can resolve upon a chord whose root is the sixth degree of the feey— 
the leading note and seventh both observing the rule regarding their progressions 
of rising a second and falling a second. 




Add a soprano, alto and tenor to the following figured 



no.!. ■ ' ' ' " ' » ' ' ' « ' ! ' 

Wo. 3, 




Write an original composition, illustrating diatonic chorda of the seventh. 
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C HAPTE R XV. 

DIATONIC CHORDS OF TEE NINTH. 
I. A chord of the ninth is a chord of the seventh with the niuth added. 



IP^ 



msyi^ 



3 upon a ehoi-d-whose root is a fourth 



2. A diatonic chord of the ninth resolvi 
above the root of the discord. 

3. The root of a chord of the ninth can only be sounded in the bass, and 
consequently it is omitted in all the inversions. 

4. In the inversions of a chord of the ninth, the notes bear the same treatment 
as in a chord of the seventh. 

In a chord of the ninth, when the fifth appears below the ninth, care should be 
taken that in its progression it rises to the third or fifth of the following choi-d, 
and thus avoid consecutive fifths. 




6. When the root of a chord of the ninth is omitted, the seventh is not 
discordant, except when it appears in a first inversion on the mediant, leading note, 
etc., in which ease the rules for its preparation and resolution must be 



ii^P=f^EEp^^-il 



^^ 



e. This chord consists of four notes when the root is omitted, and has there- 
fore four inversions. The last inversion (ninth in the bass) is unavailable. The 
first, second and thii-d inversions of the ninth contain the same intervals as a chord 
of the seventh, and the figuring and treatment of the chord are the same, excepting 
that its root is decided by the resolution, 

T. The figuring for the inversions of this chord is the same as for the direct 
form and inversions of a chord of the seventh. 

The direct form of a chord of the ninth ii 
" first inversion " " " " 

" second " " " " " 



third 



(85) 
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8. The Ibllowing diagram will give the direct form and inversions in a 
major key. 






Add soprano, alto and tenor to the following figured exercises: 



iiiei2i£i^^ii.^iiiiiPiigjg^^ 



m^ggsiiiE^^i^Ei^^iSii^^g 



Write an oiigiual composition, illustrating diatonic chords of the ninth in a 
major key. 

9. Tbe following diagram will give the direct form and inversions of the ninth 
in a minor key. 



«'■ i ! I J ! i I i ■ i iZ 

I" <m n ■ 

i_! I I ! ■ ! ' I 



Add soprano, alto and tenor to the following figured exercise : 




Write an original composition, illustrating diatonic chorda of the ninth i 
lor key. 



iCdbyCjOO^IC 
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10. Thf exemplifleatioii of diatonic discords ■will close witli this chapter. In 
the use of these discords the observation is made that the root of discordant com- 
binations is known by the resolution. The following discord 




[) resolutions that are quite common. 




The rule has been given that a diatonic discord must resolve upon a chord 
whose root is a fourth above the root of the discord {Chap. XIV, Section i). In 
illustration No. 1, tlie discord is followed by a chord whose root is G, and this root 
being a fourth above the root of the discord, then the root of the discord is D, and 
the chord is the seventh of D in the first inversion. 

In illustration No. 3, the discord is followed by a chord whose root is C, and 
this root being a fourth above the root of the discord, then the root of the discord 
is G, and the combination is the seventh, ninth and eleventh of G, the seventh 
appearing in the bass. For the exceptional progressions of the discords, see Chap. 
SIY, Sections 38 to ii, and fundamental discords on the dominant in following 
chapters. 

In a combination of discords, as the seventh, ninth and eleventh, there is an 
omission of some of the letters of the common chord ; the ninth causes the first to 
be omitted in an upper part, and the eleventh the third, leaving the fifth as the only- 
letter of the common chord. When the seventh appears in the bass, as in illustra- 
tion No. 2, it is not discordant against any of the tones represented, and is therefore 
free in its progression. 



>y Google 



CHAPTER XVI. 

CHROMATIC C0M00BD8. 

1. The student should review the chromatic scale (Chap. II, Section 18). 

2. A chromatic chord is one that contains a chromatic tone, or tones taken 
from the chromatic scale of the key represented, and that does not induce modu- 
lation. 



the chromatic tones in the scale. 




4. A major common chord may he taken on the super-tonic of the n 
of which the third and fifth are chromatic tones. 



W^ 



The third letter of this chromatic chord may never he douhled, and in its pro- 
greesion to the following chord must rise a second or fall a chromatic semi-tone. 

The chromatic chord on the super-tonic must he foUowed by some chord con- 
taining the diatonic fourth of the scale, or by some form of the key-note. 




5. The first inversion of the chromatic super-tonic can he used, following tha 
same progressions &s in the direct form. , 
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Add soprano, alto and tenor to the following figured exercises containing 
chromatic super-tonic liai 




6. A major common chord maybe taken on the minor second of a minor key, 
the root appearing as the chromatic tone. There is no restriction as to what chord 
in the key must follow this chromatic chord. 




7. The first inversion of the chromatic chord on the minor second can be 
id. In this inversion it is often referred to as the " Neapolitan Sixth." 



Hf (pE^^ 



ggigiiii [^^m 



»r 



i 



wm^E^ 




fcfl as 

a H 

Note. — There are instances where this chord is used ia the second inversion, but they are 
ry rare. 

Add a soprano, alto and tenor to the following figured e 



ilF^^^ 



^m^^^sm ^^ m 



gg 



tiE^^jSSSSg 



i^=lii 
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The following diagram will give the chromatic chords and their inversions in a 
minor key. 



As a recapitulation of chromatic chords and their inversions in a minor key, 
add soprano, alto and tenor to the following figured exercises : 




's^^m^^i^^^^^s^m^^^ 




Write an original composition, illustrating chromatic chords in a minor key. 

MAJOR KEY. 



=ttt: 



jfe^as&se^ 



8. The tones appearing as quarter notes are the chromatic tones in the scale. 

9. A miijor chord may be taken on the super-tonic of the major key of which 
the third is a chromatic tone. The third letter of this chromatic chord may never 
be doubled, and in its progression to the following chord must rise a second or fall 
a chromatic semi-tone. This chord can appear in its first inversion. 

10. The progressions of tlie chromatic super-tonic are the same as in the 
minor key (Chap. XVI, Sections 4 and 5). 

Add soprano, alto and tenor to the following figured exercise : 




>y Google 



REMARKS. 



,, Google 



REMARKS. 



>y Google 



DANA'S PRACTICAL HARMONY. 



91 



11. A major common chord may be taken on the minor second of a major 
key, the root and fifth appearing aa the chromatic tones. The uses of this 
chromatic chord and its progressions are the same as in the minor key (Chap. XVI, 
Sections 6 and 1. 

A-dd a soprano, alto and tenor to tlie following flgui-ed 



i£=jESr|fes|=i 



12. A major common chord may be taken on the minor sixth of a major kej', 
the root and fifth appearing as the chromatic tones. There is no restriction as to 
what ehord in the key must follow this chromatic chord. 



=if=te 



^^Mm {^^^m^^^ 



=fEEgifEli . |ii&-fej=^ 



\m^m^ ^ 



mm 



13. The first inversion of the chromatic chord on the minor sixth of a major 
key may also be taken. 



mf^ (Pisiiip (iiilpligiaip 
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14, A. niiuor eommon diord may be taken on the sub-dommant of a major key, 
the third appearing as tlie chromatic tone. There are no restrictions regarding the 
progression of this chromatic chord. 



iiES^iHE 



^lE^p 



Eig^lSsHfei 



wm^ 



15. The first and second inversions of the chromatic minor chord on the 
nit)-dominant can he taken. 



J * 




§iE=3S^ 



Add soprano, alto and tenor to the following figured exercise : 



*E55~ 






^^ 



16, The first inversion of a diminished chord (Chap. Ill, Section 5) may be 
taken on the sub-dominant, the fifth appearing as the chromatic tone. There are 
DO restrictions regarding the j^rogression of this chromatic chord. 



pE^-ipPisi^^ 



SLiiii 



m^ 



Add soprano, alto and tenor to the following figured exercise : 




dby'CddgIc 
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The following diagram will give the chromatic chorda and their 



pfe? 



As a recapitulation of chromatic chords and their inversions i 
add soprano, alto and tenor to the following flgnred exercises : 
No. 1. 



i*^ 



i=g|Eigg^E||li^ 




gEjSpgfesgggjjga^^-EB^ 



Jg^jEJ^^j^^JE^ ^Eg ^^gjiliS EEg^gg 



W^s^^^^^^'--Ei^=f^^£ES^ ^^ ^i^-:^=f 



Write an original composition, illustrating the use of chromatic common chords 
a major key. 
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CHAPTER XVII. . 

FUNDAMENTAL DISCORDS. 
1. When a tone is sounded, a series of harmonics arises in the following order : 



* * 



'Riis series of tones, containing a major third and a minor seventh, will suffice 
for the present pnrpose. In the use of diatonic discords, the rule that every discord 
must be prepared (Chap. XI V, Section 5) was presented, but from the above illustration 
the discord enters the combination without having previously been heard, and is 
therefore not prepai-ed. There are but three tones in every major and minor key 
which can appear as generators or roots of chords containing unprepared discords, 
and they are the Dominant, Super-Tonic and Tonic, 

As the third springing from the root sounded is a major third, then the chords 
built on the three tones named would be major chorda in both major and minor 
keys, and would appear as diatonic or chromatic chords according to the keys in 
which they appeared. 

In a major key the Dominant chord would he diatonic. 



In a major key the Super-Tonic chord would be chromatio. 




In a major bey the Tonie would be diatonic. 



(94) 



,y Google 



EEM A RKS 



,, Google 



K E M A K K S. 



,, Google 



ckap.xvii.] Dana's practical harmony. 

In a minor key the Dominant eliord would be diatonic. 



In a minor key the Super-Tonic chord would be chromatic 






In a minor key the Tonic chord would be chromatic 



mm 



{^^^ 



These three chords eonstitnte -what are termed Fundamental Chords, and to 
them may be added without preparation the discords that spring from their roots 
as generators, and are termed Fundamental Discords. 

They are not prepared, and have various resolutions. 

2. The discords are the minor seventh on the Dominant in both major and 
minor keys. 




The minor seventli on the chromatic Super-Tonic in both major and minor keys. 



The minor seventh on the Tonic in both major and minor keya. 



m^^^M 
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The minor ninth on the Dominant in both major and minor keys. 



The minor ninth on the chromatic Super-Tonic in hoth major and minor keys. 




The minor ninth on the Tonic in both major and minor keys. 



(iiiiliil 



\EEE 



The major ninth on the Dominant in a major key only. 



m 



5E=^ 



The major ninth on the chromatic Super-Tonie in a major key only. 



m 



m 



The major ninth on the Tonie in both major and minor keys. 



mmm 



The eleventh on the Dominant in both major and minor ieya. 



El 
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The minor thirteenth on the Dominant in both major and minor keys. 



Hi^^ife 



The minor thirteenth on the chromatic Super-Tonic in both major and n 



m^^^^ 



The minor thirteenth on the Tonic in both major and minor keys. 



^m^m 



The major thirteenth on the Dominant in a major key only. 



w 



The major thirteenth on the Tonic in a major key only. 



m=i 



3, Every unprepared discord -whose root is the Dominant, Super-Tonic or 
Tonic, may, like the leading note {Chap. IV, see exceptions ■>, be transferred from 
one part to another, but must resolve in the part in which it last appears. " 



Hosted b, Google 
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i. Fundamental discords are founded on major common chords. 

DOMINANT 8EYBSTH. 

5. The chord of the Dominant seventh is the major chord on the Dominant in 
either major or minor keys, with the minor seventh from its root added. 



-^m^m^ 



f,. Some of the characteristics of this discord are to be found in Chap. SIV, 
from Section 38 to the end of the cliapter. 

1. There are two progressions of the Dominant seventh — to the chord of the 
Tonic and chord of the Sub-Mediant in both major and minor keys. In neither of 
these progressions does the leading note or discord violate the rule regarding their 
progression. 

The third in the chord of the Dominant seventh rises a second, and the seventh 
falls a second. 

m 



8. The Dominant seventh also resolves upon the chromatic chord on the n 
sixth in the major key {Chap. XVI, Section 13). 



=S=ts= 



wm 



9. The Dominant seventh may resolve upon an inversion of the Sub-Dominant 
in both major and minor keys, the seventh remaining to be a letter of the following 
chord. 



liE]^=fJ^=5ape=j^:E^5=&^ 
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10. The Dominant seventh also resolves upon the inversions of the chromatic 
cliord on the Sub-Dominant in a major key (Chap. XTI, Section 14). 




11. The Dominant seventh also resolves upon the chromatic chord of the 
seventh on the Tonic {Chap. XVII, Section 21) and its inversions, in both major and 
minor Iteya. 



^i ^^^m ^ m^sm ^m 



Si^EtSs 



iiiip|ife^=iii§ijE^=^ 



ggpj^ggjj^^ Pg SEJEgjg^ p 



12, There is a characteristic peculiar to the Dominant seventh, the effect of 
which is not to be felt from any other discord, i. e., as the closing chord to a rhyth- 
mical period, or having a hold written over it. 




i, 1 i - 5 5 I J-- 
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]3. The diminished chord on the seventh degi-ee of both major and minor keys 
(Chap. Y, Section 3— Chap. VIII, Section I) is the chord of the Dominant seventh, 
with the root omitted. 



'^^SEiSi 



iES 



4^t 



ilS=^ 



i soprano, alto and tenor to the following figured exercises : 



IS 



:£^j=&;3EE?Ei± 



mm 




gr=JEgife;g^,g^;rf^ 



^g^ipS 



CHROMATIC STJPEB-TOSIC SEVENTH. 

1 4. A minor seventli can be added to the chromatic chord on the Super-Tonic 
1 both major and minor keys (Chap. XVI, Sections i and 9) without preparation. 



Wiliip 



{^^^^m^^m^ 
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15. The progression of this chord and the treatment of third are the same as 
in the chromatic common chord on the same tone of the scale (Chap. XVI, 
Sections 4 and 9). 

16. The seventh in this chord must fall a second, or remain to be a letter of 
the following chord ; 



?Em0^=0^^^0^i 



17. It is used in the direct form and the three ii 



=^=!=^^sprsE;E 



1-8. "When the seventh in this chromatic chord remains to be a letter in the 
following chord, it can be doubled (appear in two parts), and one part is free to 
leap as a concord. 




19. The seventh can also leap without being doubled when the fifth in the 
chord of the seventh goes in the following chord to tlie letter that was the seventh 
in the chromatic chord. 




20. In the second inversion of the chord of the chromatic seventh on the 
Super-Tonic, the root may be omitted and the seventh may be doubled. 



^E^^ikpll 
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Add soprano, alto and tenor to tlie following figured 

8 7 m— s - 7 hy a 4 4 8) e— a B 6 




n^gisEii^^^gji^ii^^^ 



Write an original composition in a major key, introducing the chromatic chord 
of tlie seventh on the Super-Tonic. 



■ a J e g _ 6 s 7 p 

. _ . , , . 

^^T^^^^^gT^E^^F' ^rtii z^ iz^ — rf ''~i f g= ^~T-r' — f 'tI* T1 ' ~ . " . ~f~t 



ii^^m^Ei^E^^ 



i^ 



g;p^gg5 ^^Eg^^^a.- ; pgg s£ ^;§^ 



Write an original composition in a minor key, introducing the chromatic chord 
of the seventh on the Saper-Tonic. ■ 

HosiCdby^^OOglC 
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CHBOMATIG TONIG SEVENTH. 



31. A minor seventh may be added to a major chord on the Tonic in both 
major and minor keys. In a major key the seventh is a chromatic tone, 



(l^i^^ 



.nd in a minor key the third is the chromatic tone. 



ipi 



m^=^ 



32. In order that this chord shall not induce modulation it must be followed 
by a Pominant discord or a Super-Tonic discord. 

23. The thirdm this chord cannot be doubled, and in its progression must 
either rise a second or fail a chromatic semi-tone. 



tT ra tr 



24. The seventh in this chord must either rise a chromatic semi-tone (to the 
third letter in the Dominant discord), 



E_^^gE |^^ 



{^^^^^ 



'i '5 

r fall a second (to the fifth letter in the chromatic Super-Tonic di; 
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25, Tliis chord can appear i 
■major and minor keys. 



; direct form and three inversions in both 



— » ^-4— -i«r-i— sir-i— M 1 



lgsgS=3=^SE;;:aEEaE^j^ 



26. In the second inversion the root may be omitted, but the seventh cannot 
be doubled, as in the Dominant seventh (Chap. XIV, Section 42) and chromatic 
Super-Tonic seventh (Chap. XTII, Section 18). 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key: 

No. 1. 




ggjJ^gfzg^j^ fe^gig Eapg^iggga^ i;^ 



"Write an original composition in a major key, introducing the chromatic chord 
of the seventh on the Tonic. minor key. 

Add soprano, alto and tenor to the following figured exercises in a minor key: 
No. 1. 



<J 3 i* » « 5. £* ,S f* 



3^g^^^t^e^ 
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^^m^^^^^^^m^^^^^ 



¥^^E^ ^s^^!^3^^m=msE^m^^s ^m 



Write an original composition in a minor key, introducing tlie chromatic chord 
of the seventh on the Tonic, 



27. The following diagrams will give the fundamental chord of the seventh ii 
both major and minor keys on the Dominant, Chromatic Super-Tonie and Tonic. 
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CHAPTER XYIII. 

THE BOMmANT MmOR NmTH. 

1. A ininor ninth mfly be added to the chord of the Dominant seventh (Chap 
Xyil, Section 6) in both major and minor keys without preparation. 

2. In a minor key the ninth is a diatonic tone, 



liii 



■SEE^ 



and in a major key it is chroraatie. 



i^^ 



3. There are two resolutions of the ninth. 

let. It may resolve while tho rest of the chord remains, 
a. To the root of the chord of which it is ihe minor ninth. 



^1^ 



b. To the third of the chord of which it is the minor ninth. 



Jj 



iiSllsiiSiiii^ 



gs|ggf=g- -ii=j i-=i 



It may resolve to a cliurd liaving another root. 

RbMAKK.— There are other resolutions of the minor ninth whicli may he considered excep. 
tioiial, as the minor ninth rising to the major nmth, etc. 
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4. If tlie ninth resolves upon the root (Section 3, a) the root may be sounded 
in the bass with it, but should not be sounded in any other part ; eonsequently the 
root is omitted in all the inversions of this chord. 

5. There are the direct form and four inversions of this chord. 



E^E?^^li£=i 



=c=3=g==p5= 









S^ibi ilils^i^^ii 






giP=fiigig pfei=jg =3i| 



£=d 



The above is the figaring for the minor ninth in its various inversions. The 
absence of the character of depression {[, or Ij) before the nine would give the 
figuring of a major ninth. 

MAJOU KEY. 

Add soprano, alto and tenor to the following figured exercises in a major key, 
containing the resolution of the minor nintia upon the root of the chord. 

Wo. 1. 



Wo. 2. , ^ ^ 
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Adil soprano, alto and tenor to the following figured exercises in a minor key, 
containing the resolution of the minor ninth upon the root of the chord. 



=^^m^m m^m m^ 



ngnts^^s-^ii-^i^^iii^i 



il^^i^^^l^^iii=iil^g[^^ 



^= ]ZZ—j - 



11 



8 12 - 

6. If tlie ninth resolves upon the third (Section 3, b) letter of the same chord, 
the third must not be sounded in any of the parts together with the ninth. 

7. With this resolution of the ninth there is no first inversion of the chord, 
and if is rarely used in any but the direct form. 

8. When the ninth resolves upon the third of the same chord, the seventh may 
be omitted and the root doubled ; but when the ninth resolves upon the third, the 
root must proceed to the seventh. 



ms^^ m^ 



9. The resolution of the minor ninth is made by r 
(Chap. IV, Section 1) or falling a diminished seventh. 



1^ 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exeixsises in a major key, 
containing the resolution of the minor ninth upon the third of the choi'd. 
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igSS^3i:T=^^i^iiijf>^j3|i=^^^l^[ 



m^s^m^^^mm^^^^^mm^Wmm 



MINOR KEY, 

Add soprano, alto and tenor to the following figured exercises in a minor key, 
containing tlie resolution of the minor ninth upon the third. 



SSsi 






10. When the minor ninth resolves to a chord having another root, the entire 
chord changing (Section 3', the progression is to a chord -vrhose root is a fourth 
above ; namely, the chord of the Tonic. The minor ninth then resolves upon the 
fifth letter of the Tonic. 



ii=i=i 



sH^Hi 



Eemark. — There are esceptional progressions of the resolution of the entire chord. The 
chord of the Dominant minor nfnth can resolve upon a chromatic Super-Tonio discord, the ninth 
and seventh, each rising a chromatic half step, 



=J=f8^^ 






ompou a chromatic Tonio discord. 



f^mM 



fe=?=i=§ 
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11. In the tliii'd inversion of the minor ninth, where resolving upon the Tonic 
chord, care should be taken in its resolution to avoid consecutive fourths (Chap. 
IV, Section 8). Let the fifth letter of the Dominar.t rise to the third or fifth ef 
the Tonic. 



mmm: 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercises in a major key, 
containijjg the resolution of the ninth to a chord having another root. 
No 1. 







MINOK KET. 



Add soprano, alto and tenor to the following figured exercises in a minor k^y^ 
containing the resolution of the ninth to a chord having another root. 
Wo. 1. 




^m^mm^^m^^^^^^m 
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A<id soprano, alto and tenor to the following figured exercise, containing the 
resolntion of the root to the seventh, wliile the ninth proceeds to the third (Chap. 
XVIII, Section 8). 



Write orig.na. compositions in both major and minor keys, illustrating the uses 
of tilt! minor ninth on the Dominant. 

MAJOR jTQTfl- OJV TEE DOMINANT. 

12. A majof ninth may be added to the Dominant seventh without preparation, 
hut ill a major key only, 

Remabk. — In llie harmonic minor scale the Bixtli interval is minor (Chap. Ill, Section 9', 
and only as such can appear as a member of a chord ; as the major sixth never appeals in a minor 
diatonic scale, except as a passing note (C hap. XI, Sect'.ons 11 an^ 14), consequently there can be 
no major n^nth on tlie Dominant in a minor key. 

1-3. The resolutions of the major ninth are the same as tbose of the minor ninth 
(Chiip. XVIII, Section 3). 

14. The characteristics of the major ninth are the same as those of the minor 
ninth, with the single exception that the major ninth should not be sounded below 
the third, and there is, therefore, no last inversion of the chord when resolving upon 
the root. 

Add soprano, alto, and tenor to the following figured exercisea, containing the 
resolntion of the major ninth upon the root. 



Add soprano, alto and tenor to the following flgiired exercises, containing the 
resolution of the maj<ir pinfh upon the third of the chord. 
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Add soprano, alto and .tenor to the following figured exercises, containing the 
reBolution of the ninth to a chord having another root. 



^^^^^im^^: 



Sfcfe^ 



sm^m ^m^^^^^ mmm^^ 



Write original compositions, illustrating the use of the major ninth on .the 
Dominant. 

" BUPER-TONIC MINOB NINTH. 

15. A minor ninth may be added, without preparation, to the chromatic chord 
of the seventh on the Super-Tonic (Chap. XVII, Sfction 14), in both major and 
minor keys. 

16. In a major key the ninth is chromatic, and in a minor key diatonic. 



^^ ^^m 



17. The resohitions of the Super-Tonic minor ninth are two: 
1st. It may resolve while the rest of the chord remains. 
a. To the root of the chord, of which it is the minor ninth. 






m 



h. To the third of the chord, of which it is the minor ninth. 
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id. It may resolve to a chord having another root. 

(^pipliEiEpppp 




18, If the chord resolves upon one having another root, it must be followed 
either by a Dominant discord or an inversion of the Tonic harmony, as given in the 
preceding illustrations of resolutions to a chord having another root. 

19, The minor ninth, in resolving upon a chord having another root, must 
either fall a second or rise a chromatic semitone, or remain to be a letter of the 
following chord. 



mm 



20. All other characteristics of the Super-Tonic minor ninth are the same ai 
those of the chord of the Dominant minor ninth <Chap. XVIII, Sections 1 to 12). 



Add soprano, alto and tenor to the following figured exercises in a major kej-, 
containing the resolution of the minor ninth upon the root, third, etc, 

Ko. 1. 



» '-8-7 k' 
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MINOR KEY. ■ 



Add soprano, alto and tenor to the following figured exercises in a minor key, 
containing the resolution of the minor ninth upon the root, third, etc. 




SUFEB^TONIG MAJOR SlNTH. 

21. A major nifith may he added, ■withoilt preparation, to the chromatic chord 
of the seventh on the Snper-Tonie, hut in the major key only, (See chapter on 
■■ F.alse Relation, " which debars its use in a minor tey.) 

22. The resolutions of the major ninth a;:e the same as those of the Super- 
Tonic minor ninth (Chap. XVIII, Sections 16 and IT). 

23. All other characteristics of the chromatic Super-Tonic major ninth chord 
are the same as the major ninth on the Dominant (Chap. XVIII, Sections 12, 13 
and 14). 

Add soprano, alto and tenor to the following figured exercises, containingthe 
resolution of the major ninth upon the third, root, etc. 



t^gE^£;>Easpgi gggiE>.lp-:s; 



TOmO MINOR NINTH. 

■\ 24. A minor ninth may be added, without preparation, to the chromatic chord 
of the seventh on the Tonic, in both major and minor keys. 

25. In both major arid minor keys the nmth Is a chromatic tone. 
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26. As in the ease of the minor ninth on the Dominant and Super-Tonic it can 
resolve en the root or third of the same chord, or nii.on a chord derived from 
another root. 

27. If resolved on the root or third of the same chord, the minor ninth 
observes the same rules as in the minor ninth on the Dominant. 

28. If resolved upon a chord derived from another root, the resolution of the 
chord -would be the same as the chromatic chord of the seventh on the Tonic (Chap, 
XTII, Section 22) ; that is, to a Dominant discord or a Super-Tonie discord. 



'm^mmm 
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29. If the ninth falls a second, the root should not be retained as a note of tl 
following chord. 



^1^ 



MAJOR KEY. 



Add soprano, alto and tenor to the following figured exercisea in a major key, 
containing the various resolution of the Tonic minor ninth. 
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Add soprano, alto and tenor to the following flgnred exercises in a minor key, 
containing the various resolutions of the minor ninth. 



ijtgJIPgiggas 



il^i 




TONIC MAJOR 2smTn. 

30. A major ninth may be added, without preparation, to the chromatic chord 
of the seventh on the Tonic, in both major and minor keys. 

31. This chord contains all the character! -.tics to be found in the chromatic 
Tonic minor ninth chord (Chap. XVIII, Sections 24 to 30j. 

32. As in the case of the Dominant major ninth, the Tonic m^or ninth should 
not le sounded below the third. 

MINOE KEY. 

Add soprano, alto and tenor to the following figured exercises in a minor kej', 
containing some of the various resolutions of the major ninth on the Tonic. 




g|i£^giigg^ig^ i^i g=.^gegiEgiggTi 



MAJOR KEY. 

Add soprano, alto and tonor to the following figured esercises in a major key, 
containing some of the resolutions of the major ninth on the Tonic. 




b'ytjOOl^lC 



K E M A K K S. 



,, Google 



R E M A K K S. 



,, Google 



chapxviii.I DANAS nsACTICAL HARMONY. .117 

CSOSD OF TEE DIMmJSHED BEYENTH. 

33, The student's attention is called to wliat in roost works is classified as tlie 
diminished seventh chord ; and also that it is built on the leading note of a minor 
key and consists of a minor third, diminished fifth, and diminished seventh. 



m 



In diatonic ■writing there would be but the one chord of this character, and 
that, as already stated, appearing on the leading note in the minor key. The chord 
of the diminished aeveathis the first invernion of aminorn^nlhckord{0^xxp.'K.Yl'l.l, 
Sections 4 and 5), and as there are three minor ninth chords in chromatic writing, 
there would also appear three first inversions or diminished seventh chords in both 
major and minor keys, namely : 

The first inversion of the Dominant minor ninth. 



iliii M^i=^ 



The first inversion of the chromatic Snper-Tonic minor ninth. 

„ J „ , ' 



m^ mm^ 



of the chromatic Toi 




Fundamental discords are founded on a major comvion chord. 
As the major common chord and its discordant tones are built by adding thirds 
from the root, 



there is no difficulty in deciding the derivation or root of a chromatic discord. By 
properly naming the chromatic tones in a key, and arranging them so that they 
stand at the interval of a third from one another, and then adding thirds below 
until a naajor common chord appears, it will give the derivation of a fundamental 
discord : 

To illiutrate. Airaiiged Third-vise. Added Third below. 

^ ^^ ^^m 



The root is A, or rather the chromatic Super-Tonic mim 
key. In some of the inversions of the chromatic Super-Toi 



■ ninth chord in the 
ninth it is 
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commoii to write the ninth as a sharp of the note below, which avoids the v 
accidental to eonti-adiet.it. Properly written it should appear as follows : 



Reference to the intervals of the chromatic scale of E|, {Chap. II, Section 18) 
shows that there is no F^ — augmented second — in it, but that, as in illustration 
No. 2, it should read Gj,. 

The following diagrams will give the direct form and inversions of the minor 
ninths in both major and minor keys. 



MAJOR KEY. 



W- 


— ^ 


-^ — 


— 


Ti^ 






^^p= 




#+ 


^^ 


=^ 


=^ 


MiDOtSthonthfl r 
Dominoni J 




lU 






bS3 




1,9^ 


2^ 






bJJ 


E..-.,^.. 1 




^i- 






ba* 




b9 3 


E 






is-' 


chtrdhlXg^ 




^i 






b.3 




.. 


^ 






"1 


Minor Bth on the f 
rhrimatic Super- J 


tas 




be 8 


p- 






''l? 






bst 






Kesolvirwon J 


l^ 




b9J 


t 






i^ 






bge 






Keeoivlng on a 
another ruot. 


b3 




^7 

1 


i^ 






bT 






"l 






resolving - 


i^^ 


b^ 






r 












fe32 




HesoNing on \ 


1?^ 


b^ 






B' 






''1- 






'li 




"315 1 fe' 


b| 






bj 






i 






b» 





,, Google 



B E M A K K S. 



,, Google 



REM AKK S 



,, Google 



DANA S PRACTICAL HARMONY. 



Minor 9tli on the 


^sf= 


t" 


^ 




fi- 


= 


6- 


^ 


-^ 


jp^ 


7a 


B„»j,o. . 


■ B— 




a:* 




93 


t 








ohSfdi,ivr"g", 




ra 






"3 




1 


E2 






• 


Minor 9th on tha f _, | 
Chromatic Super- \ JT^ ■ 


v 


E4- 

52- 






£- 






p- 






-sa— 1 'iz 




£5- 


£4- 






i^ 






616 






Eepolvlng; on a t* 


r 


^ 








1 






J3 






Minor 9th on the , g g 




tl^ 






Ii 






S 




"^r'a-f"" j ^?i 


t 






11^ 






b5E0 






b3E4 




Etaolvi^ on a j , ^ 
another root. t^ 


K 






b6 






1 






g 





A diagram of the major ninth is omitted, as the figuring is much the same as 
the above, there being the omission of the character of depression that made the 



The figariog of the root proceeding to the seventh (8 1) when the ninth pro- 
ceeds to the root, etc., is also omitted. 
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CHAPTER XIX. 

ELEVENTH ON THE DOMINANT. 

1. The interval of the eleventh may be added, without preparation, to the 
chord of the major or minor ninth. 

3. There are two resolutions of the eleventh on the Dominant. 
1st, It may resolve while the rest of the chord remains. 
a. To the third of the chord of which it is the eleventh. 



b. To the fifth of the chord of which it is the 




It may resolve to a chord having another root. 



M.=E|i 
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RESOLVED UPON TEE TTTTR.p, 

3. If the eleventh resolves upon the third, the third should not be sounded 
together with the eleventh. 

4. In the resolution upon the third there is the direct form of the chord and 
four inversions, founded on the fifth, seventh, nint'i and eleventh. 




l£t. 6th. 7tli. 8tb. 
Note.— See Chap, SIX, Seddoa 14. 
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Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the eleventh upon the third of the same chord. 







RESOLVED ON THE FIFTH. 

5. If the eleventh resolves upon the fifth, the fifth should not be sounded 
together with the eleventh, except in one instance, in which the fifth proceeds to 
the root when the ninth and eleventh ascend to the fifth and third. 



Iumi 



6, It is very rare that the third is found sounded with the eleventh. 

T. In the resolution upon the fifth there is the direct form and two inversions, 
founded on the seventh and ninth; also, when tlie fifth is the base (Chap. XIX, 
Section 5). 



f^^^m^^ 
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8. It is common for the ninth to rise to the third when the eleventh rises to 
the fifth; in which case the third and fifth are omitted, and the root and seventh 
complete the harmony. (See preceding illustration.) 

9. When the eleventh and ninth proceed to the fifth and third, the rpot may 
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be doubled ; one taking the place of the seventh, and proceeding to the seventh 
when the eleventh and ninth resolve to the fifth and third. 




Add soprano, alto and tenor to the following figured exercises, containing the 
lolution of the eleventh upon the fifth of the same chord. 




mm 




RESOLVED ON A OHOBD DEBIVED FROM ANOTHER ROOT. 

10. If the eleventh be resolved upon a chord derived from another root, the 
resolution will be upon the chord of the Tonic or a Super-Tonic discord, 

11. In this form of the chord the root can only be sounded in the bass ; the 
third is omitted, and the fifth must not descend to that note in the following chord 
which was the eleventh in this {i.e., no two notes next to each other, in alphabetical 
order, may proceed by oblique motion to an eighth or unison). 

13. There is the direct form and four inversions in this resolution of the 
eleventh, founded on the first, fifth, seventh, minor ninth and eleventh. 




6Ul. 7tll. ' Wh. lUh. 



KoTE. — See Chap. SIX, Section 14. 
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Add soprano, alto and tenor to the following figured exercises, containing the 
resolution of the eleventh to a chord derived from another root. 






m^& 
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13. Attention is called to the 
seventh appears in the bass. 



of the Dominant eleventh when the 
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This form of the chord, in some -works, is referred to as the added sixth chord, 
the chord appearing as the 8ul>Dominant with the interval of the sixth from its 
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root added. If the student will, examine the cliord in Chap. XT, Section 10, he 
will find the same combination of tones as in the present ' illustration. The 
characteristic of the present combination ia that the discordant tone C enters 
without preparation, which classes it among fundamental discords. As fundamental 
discords are founded on a major common chord (Chap. XTII, Section 4), by applying 
the rule in Chap. 5VIII, Section 33, the chord will have as its root G, and is ttie 
eleventh on the Dominant. 



m^ 



H. When the root and third are omitted in a chord of the eleventh, the seventh 
is not discordant, and is free in its progressions. 

Note.— The chord of the eleventh, if derived from any other root than the Dominant, camiot 
be satisfactorily resolved within the key. 
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CHAPTER XX. 

CHORDS OF THE THIRTEESTH. 



BOMWANT MINOR THIRTEENTH. 

1. A minor thirteenth may be added withont preparation to the Dominant 
eleventh {Chap. XIX, Section 13). 

2. The root and third are frequently talien instead of the ninth and eleventh, 
and in such cases the seventh is oiten omitted. 



m= 



\. There are two resolutions of the minor thirteenth on the Dominant. 
1st. It may resolve while the rest of the cbord remains. 
a. To tbe fifth letter of the chord. 



m 



b. To the seventh letter of the chord. 



i=i^. 



|s^=^ 



It may resolve upon a chord having another root, 



m 



L It resolved while the rest of the chord remains, l 
the Dominant can only be employed in the minor key. 
(125) 
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t upon the fifth, the fifth must not be 



5. If the thirteenth resolv* 
together with the tliii'tefiith. 

6. If the root is ^^oubled by the omission of the seventh, then it must proceed 
to the seventh when the thirteenth resolves upon the fifth. 




7. If the root anri fifth are omitted, the Dominant minor thirteenth 
as a chord of the seventh on the Sub-Dominant. 



Add soprano, afto and tenor to the following figured exercise, containing the 
resolution of the Dominant minor thirteenth upon the fifth letter of the chord. 




8. If the thirteenth resolves upon the seventh, the seventh must not be sounded 
together with the thirteenth. 



Add soprano, alto and tenor to the folio-wing 
;olution of the thirteenth upon tlie seventh. 



exercise, containing tj 




BESOLVED Olf A OMOBD HAYINQ AWOTEEB ROOT. 
9. The chord of the minor thirteenth on the Dominant is resolved upon the 
chord of the key-note in both major and minor keys. 

a. It raay remain to be the minor third of the following chord, when the 
seventh may not be sounded together with the thirteenth (Chap, IV, 
Section 18). , ■ , 
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b. It may rise a chromatic semitone to the major third of the following 
chord. 



,iiii3^ 



In the last illustration the minor thirteenth is often written aa the angmented 
fifth of the first chord, which is incorrect. (See " Chromatic Scale," Chap. II, 
Section 18.) 



iiii 
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10. Where the minor thirteenth resolves upon a chord having another root, it 
may be accompanied with the root and third alone. 



US! 



l:=Tii!ig:l^ 
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11. Where the minor thirteenlh appears in the bass, it may be accompanied 
by the root, third and fifth. 



■-^^m 
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13. In the major key the minor thirteenth may be accompanied with the root, 
third and seventh, in which case the thii-teenth must be sounded above the seventh 
(Chap. XX, Section 8). 



==r 



m 



(iiUpiii 

Attention is called to the incorrect notation of this illustration. 
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13. The minor thirteenth may be accompsnied l>y the minor or major ninth. ^ 

14. The minor thirteentli may leap a third to the root of the following chord, 
if this chord be minor. 




Add soprano, alto and tenor to the following figured exercises, containing t 
resolution of the minor thirteenth upon a chord having another root. 



MINOE KEY. 




SeSeeSejeee 
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MAJOB KEY. 
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"Write an original composition illustrating the use of the minor thirteenth. 

DOMINANT 31A.T0R THIRTEENTH. 
15. A major thirteenth on the Dominant may be taken without preparation 
ra the Tnajor key only. 




16. The major thirteenth may resolve lifee the minor thirteenth, upon the fifth 
or seventh letter of the same chord, or upon a chord having another root (Chap. XX, 
Section 3). 

1 1. When the major thirteeijtti resolves upon the chord of the key-note, the 
thirteenth must leap a third to Uie fog^ of tlie following chord. 

Hfy;iCLll)y VjOOQIC 



HEM A RKf 



,, Google 



R E M A E K S. 



,, Google 



DANA'S PRACTICAL HARMONY 



Add soprano, alto and tenor to the following figured exercise, containing the 
resolution of the major thirteenth. 




Write an original composition illustrating the nse of the major thirteenth. 

TEE BUPER-TONIC MmOB THIBTEENTM. 

1 S. A chord of the minor thirteenth on the Super-Tonic may be taken without 
preparation in both the major and minor keys, and consists of the chord of the 
major or minor ninth, with the minor thirteenth added. 

19. Any of the notes, except the thirteenth and third, may be omitted. 

20. The thirteenth in thia chord is rarely resolved while the rest of the chord 
remains. 

21. The resolution of this chord is upon a Dominant discord or upon a Tonic 
discord. 

22. If resolved upon a Dominant discord, the minor thirteenth rises a chromatic 
semitone to the third of the following chord, in which case the seventh must be 
omitted. Its resolution would double the leading-note. The fifth and ninth are not 
desirable in the combination. 



(iiSiiif^ 



33. If the chord resolves upon a Tonic discord, the thirteenth remains to be 
the seventh of that chord. 



pii^iffesfl|lEE|Ei 
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Add soprano, alto and tenor to the following figured exercise, giving the 
resolution of the chromatic Super-Tonic minor thirteenth. 
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■iginal composition illustrating the use of the Super-Tonic minor 



Write 
thirteenth. 

THB TOmc MINOR THIBTEENTE. 

24. A chord of the minor thirteenth on the Tonic may be taken without 
preparutiou in both the major and minor keys. 

25. This chord consists of the minor or major ninth, with the minor thirteenth 
added. 

2fi. The thirteenth may resolve on the fifth or seventh of the 
in the case of the Dominant thirteenth (Chap. XX, Sections 1 to 8). 



e chord, as 



3iSs^ 



insg 



Add soprano, alto and tenor to the foiJowing figured exercises, containing the 
resoiation of the minor thirteenth on the Tonic to the fifth or seventh of the same 
chord. 







ia±E;3E^§^i^iifi^3iig^iPEPs 
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27. The minor thirteenth on the"-Tonic may resolve upon a chord h.ivins 
anotiier root, in which case the resolution is upon a Dominant discord, or upon a 
Super-Tonic discord. 

^ 28. If resolved upon a Dominant discord, the thirteenth falls a second to the 
root of the following chord. 
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r ninth of tlie following chord, 

i^'iiaiiiiiiEil 
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or rises a chromatic semitone to the major ninth of the following chord, provided . 
the seventh is not sounded together with the thirteenth (Chap. XIV", Section 6). 






29, If resolved upon a Super-Tonic discord, the thirteenth must rise a 
chromatic semitone to the fifth of the following chord. 

Note.— The minor tbirtcentli is often written as the augment .d fifth from the ri>ot. 



^fepiislggii 
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Add soprano, alto and tenor to the following figured esereisea, containing the 
resolutions of the minor thirteenth on the Tonic to a chord having another root. 




3 5 [,3 a {5 6 g B 

Write an original composition illustrating the use of the minor thirteenth on 
the Tonic. 

TJTE TON^rC MAJOB THIETEEX'Tir. 

SO. A chord of the major thirteenth on the Tonic may be taken without 
preparation, but in the major key only. 
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31. This chord consists of the minor or major ninth, with the nwjor thirteenth 
added. 

32. The major thirteenth mayresolve on the fifth or seventh of the same chord, 
as in lUe case of the minor thirteenth (Chap. XX, Section 25). 

33. If resolved on a chord having another root, the major thirteenth resolves 
upon a Dominant discord. The major thir^ieenth may fall a second to the root of 
the following chord, 



Ms^ 



liiiEili; 

r fall a chromatic semitone to the minor ninth of the following chord, 



a to be the major ninth of the following chord. 



3=^ 



Add soprano, alto and tenor to the following figured exercises, containing the 

resolutions of the major thirteenth on the Tonic. 
Ho. 1. 
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Write an original ( 
the Tonic. 



I illustrating the use of the major thirteenth on 
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OHAPTEK XXI. 

AUGMENTED SEKTM. 

1. Two augmented sixMia may be taken in either a major or minor key without 
preparation. One on tlie minor sixth of the key and the other on the minor second 
of the key. 



P^^^l 



^m 



2. This combination, -which is termed by so.rae writers a double-root chord, 
consists in the case of the augmented interval on the miuor sixlh of the key, of the 
minor ninth on the Dominant, 



with the major third and seventh of the chromatic Super-Tonic. 



=i 



To this combination the root or minor ninth of the chromatic Supei-^Tonic may 
be added. 



S«i5EEl= 



v=±:*: 



.iiiiisiE 



3. The resolution of this chord is upon the common chord of the Dominant o 
its first inversion : 



P=l«= 
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chord of the keynote or one of its ii 
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an inversion of the dominant minor nint'i ; 



p5=t&=5^iiifiE^=f 



or upon a Super-Tonic discord, 

(Itilliiiiiiii^iiEi 



i. The resolutions upon the Dominant or Tonic chord, are those most 
frequently used. 

5. The two notes which form the interval of the augmented sixth must never 
proceed in similar motion with each other. 



6. All the notes of this compound chord proceed according to the rules for the 
treatment of the two chords. The minor ninth of the Dominant, which is the lower 
note of the augmented interval observes all its characteristic progressions (Chap. 

SSiE Section^ ), and the tones iu the chromatic Super-Tonic chord the rules for 
the treatment of tLat chord. 

7. It is rare that the tones which form the augmented sixth are inverted. The 
other notes of the chord may te placed in any position, which gives the following 
inversions of the cliord. 

■ ***** 

Add soprano, alto and tenor to the following figured exercises containing the 
resolutions of the augmented sixth founded on the minor sixth of the key :— . 
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8. The student's attention is called to what are tenned the " French Sixth," 
" Italian Sixtli," and "German Sixth ;" also the "American Sixth," which is referred 
to in Palmer's Theory of Music, but which is not different from the German, except 
that the minor ninth on the chromatic Super-Tonic is incorrectly written. (See 
" Chromatic-Scale," Chap. II, Section 18). 

Freosh BiKth. Italian Biith. QeFmau Elxth. Amerieaa alxli. 



gl 



i (I* 



H^ (H^ 






9. A chord of the augmented sixth may also be taken without preparation on 
the minor second of both major and minor key. 
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10. The use of this chord is more rare than that tuilt oq the minor sixtli of 
a. key. 

11. This double-root chord consists of the minor ninth on the Tonic 



with the third and seventh of the Dominant, 



iiii 

To this combination the root or minor third of the Dominant may be added. 

imiiiiii 



ii^=l=i^ii=l; 



12, The progression of the tones in this chord is similar to that of the corre- 
inding tones in the augmented Sixth on the minor sixth of the key. 



rilisi^iisriiii 



s^^^^^=d=^E^M^M 



13. In the minor key the progression of the chord is restricted, that it may 
not be resolved on the common chord of the key-note. The following are its 
progressions in a minor key, - : 



pH=^=EiiSi3j3=iii^=E 



Add soprano, aito and tenor to the following figured exercises containing the 
resolutions of the augmented sixth chord on the minor second of a key. 
Ho. 1. 
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The student desiring further study in chromatic writing aa exemplified in the 
preceding chapters, will find pleasure in examining the -writings of the representatives 
of the Romantic School — as Mendelssohn, Schubert, Schumann, and others. The 
oratorios, cantatas, etc., of Spohr are especially recommended as illustrating the 
free or modern harmony. Analysis is very valaafale, as it is the only way of comparing 
one's criticisms. 

K B.— 1st. What key? 

2d. True names of notes in the chromatic' scale of that key. 
3d. Which root, tonic, super-tonic or dominant of the discord ? 



By observing these points the student will not fi 
complex the situation. 



1 himself disappointed, however 
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CHAPTER XXII. 

MODULATION. 

1. Modulation is the moving from one key to another; a modulation is said to 
have titkcn place when a major chord other thau the Dominant (or a chord of the 
seventh other than the Dominant seventh) is followed by a major or minor chord 
whose root isapert'ect fourthabove; or a minor chord, whose root is a major second 
ftl)ove — in the latter case the modulation is to the relative minor of a chord whose 
root is a fourth above. 



JiiEE^lm 



i|^l^=fep 



51^ 



1^1^111^ 



Modulations are referred to by some authors as one degree forward^ "nhen t 
1 key contains one sharp more or one flat less than the previous key, 



r 1 T 



and one degree backward when the n 
than tlte previous key, • 



m 



V key contains one sharp less or one flat more 



m=^Mm 



I 



two degrees forward when the new key contains two sharps more or two fiats less 
than the previous key ; and two degrees backward when the new key contains two 
sharps less or two flats more thau the previous bey. A key is said to have moved as 
many degrees forward or backward as there are additions to the new signature over 
the old. 

2. A modulation may be efl'ected by the chromatic elevation of the fourth of 
a key, which tone may become the leading tone of a key. 
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3. A modulation may be effected by the chromatic depression of the leading 
tone of a key, which tone may become the minor seventh of a Dominant harmony. 



i|l^ 



mi 



Write an exercise in all the keys, modulating by i 
Section 2. 



of the observation in 



s of the observation ii 



Write an exercise in all the keys, modulating by i 
Section 3, 

Write an exercise in all the keys, modulating by means of the observation in 
Section 2, and returning again to the original key by means of the observation in 
Section 3. 

Write an exercise in all the keys, modulating by means of the observation in 
Section 3, and returning again to the original key by means of the observation in 
Section 2. 

4. There are three tones in a major key that may be raised a chromatic semi- 
tone and each appear as a leading tone; namely the first, fourth and fifth tones of a 
scale. 

li^^^p lipg^il |iipiE3^ 
! f 1 ' ' r iff 



Great care should be taken to avoid abruptness, and this can be effected through 
the use of the various inversions of a chord (Chap. TI, Section 19). 






1 

s of the raised 
s of the raised 



Write an exercise in all the keys, making a modulation by n 
Tonic as referred to in Section i. 

Write an exercise in all the keys, making a modulation by n 
Dominant as referred to in Section 4. 

5. In a major key ttiere are three major chords (Chap. Ill, Section 8), Tonic, 
Dominant, and Sub-Dominant, and three chromatic major chords — chromatic Super- 
Tonic, chromatic minor sixth, chromatic minor second (Chap. XVI, Sections 9 to 14) ; 
any one of these chords may be considered as the Tonic, Dominant, Sub-Dominant, 
chromatic Super-Tonic chord (Chap. XVI, Sections i and 9), or a major chord on 
the minor sixth (Chap. XVI, Section 12). 
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The following illustrations will show the Tonic treated as a Dominant harmony ; 



Iiii=si5i^iii 



:ia=^J: 



wm 



^^^J^^ 



-Jg- , 



a, Sub-Dominant harmony : 



p^ii^ 



^3^g3^3=3Slld=^ 



.j^.J^_j-C-, 



n I rn 



chromatic Super- Tonic liarmony : 






S^ 



as, a chromatic chord on the minor sixth : 



pif=r^^ta=^pii=?ii^^;3pii^i3ii 



-i»_t#. 
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as a chromatic chord on the minor second : 




Write an exercise in all the keys, treating the Tonic chord of each key as a 
Dominant harmony, and complete the modulation into the key in ■which it would be 
the Dominant. / ■ 
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WTite an exercise in all the keys, treating tbe Tonic chord of each key aa a 
ub-Dominant harmony, and complete the modulation into the key in which it would 
be the Sub- Dominant. 

Write an exercise in ail the keys, treating the Tonic chord of each key aa a 
chromatic Super-Tonic chord, and complete the modulation into the key in which it 
would be the chromatic Super-Tonic. 

Write an exercise in all the keys, treating the Tonic chord of each key as a 
major chord on the minor sixth of a key, and complete the modulation into the key 
in which it would be the minor sixth chord. 

Write an exercise in all the keys, treating the Tonic chord of each key aa a 
major chord on the minor second of a key, and complete the modulation into the 
key in which it would be the minor second. 

Treat the Dominant chord of every key, 

1st, as a Tonic chord. 

2d, aa a Sub-Dominant chord. • 

3d, as a chromatic Super-Tonic chord. 

4th, as a minor sixth chord. 

5th, as a minor second chord, 

and proceed as in the oases of the Tonic chord. 
Treat the Sub-Dominant chord of every key, 

Ist, aa a Tonic chord. 

2d, as a Dominant chord. 

3d, as a chromatic Super-Tonic chord. 

4th, as a minor sixth chord. 

5th, as a minor second chord, 

and proceed as in the Tonic chord. 

Treat the chromatic Super-Tonic chord of every key, 

1st, as a Tonic chord. 
2d, as a Dominant chord. 
3d, as a Sub-Dominant chord. 
4tli, as a minor sixth chord. 
5th, as a minor second chord, 

and proceed as in the Tonic chord. 

Treat the chromatic chord on the muior sixth of every key, 

1st, as a Tonic chord. 

2d, as a Dominant chord. 

3d, as a Sub-Dominant chord. 

4th, as a chromatic Super-Tonic chord. 

5th, as a minor second chord, 

and proceed as in the Tonic chord. 
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Treat the chromatic chord on the minor second of every key, 

1st, as a Tonic chord. 

2d, as a Dominant chord. 

3l1, as a Sub-Dominant chord. 

4th, as a chromatic Super-Tonic chord. 

5tb, as a minor sixth chord. 



and proceed a 



1 the Tonic chord. 



6. There are two minor chords in a major key (Chap. III,Seetion 8), Super-Tonic 
and Sub-Mediant (see Chap. V, Section i), and a chromatic minor chord on the Sub- 
Dominant (Chap. XVI, Section U). Any minor chord in a bey may be treated as 
Super-ToLiic, Sub-Mediant, or chromatic minor Sub-Dominant. 

The following illustrations -will show the Sub-Mediant chord treated as Sub- 
Mediant : 




as Super- Touic harmony : 




s chromatic Sub-Dominant harmony: 



1=131=^1^= 



iiii^iiii 



^-=r^r^ 



iiHi^liisi^ii^ii 
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Write an exercise in all the keys, and treat the Sub-Mediant chord of each key, 

1st, as a Super-Tonic chord. 

2d, as a chromatic Sub-Dominant chord. 



Write an exercise in all the keys, and treat the Super-Tonic chord of each key, 

iCdbyCjOO^IC 



1st, as a Sub-Mediant chord. 

2d, as a chromatic Sub-Dominant chord. 
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Write an exercise in all the keys, and treat the chromatic Sub-Dominant chord 
of each key, 

1st, as a Snb-Mediant t'hord. 
2d, as a Super-Toiiic chord. 

T. Chords that are major maj' be Kade minor by lowering the third a chromatic 
half-step, and they can then be treatec! as Sub-Mediant, Super-Tonic, or chromatic 
Sub-Dominant, and progress accordingly. 



Mi^^Hiiii 



( igppa iggg jsEi ^ 



Take the various major chords in a key — chromatic and otherwise — reduce them 
to minor chords, and treat each one as a Sub-Mediant, Super-Tonic or chromatic 
Sub-Dominant, and progress accordingly. 



8. The resolutions of the fundamental discords that have been described, may 
proceed to some choi-d out of the key, and so be resolved in a different key from 
that in which it is approached, provided the several tones make their proper 
progression. 



The third e 



a, second, • 



L, or fall a chromatic semitone. 



iiS^: 



-S=^f^=»:l3=J±S=fe 



^-'1^^'=' 



l^sgi^i^ 



£^£g-;gi ±gif ;;^ g=^;pE;^ 



The seventh must fall a second, or remain, or rise a chromatic semitone. 
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The minor ninth must aii a second, or remain, or rise a chromatic semitone. 




The major ninth must fall a second, or remain, or fall a chromatic s. 




|i3ii^^is^pj|El 






The eleventh must remain. 




The minor thirteenth must fall a second, or remain, or rise a chromatic semitone. 




The major thirteenth must fall a second, or remain, or fall a chromatic semitone. 




Write original exercises, introducing, the various fundamental discords in 
modulation. 

9. Modulation may be made from a key with flat? ;to a ^ey with sharps, or the 
reverse, by the enharmonic change" of notation. 

HosiCdbyCjOO^IC 
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10. The inversions of the minor ninth in -which the root must be omitted, 
may, according to the notation, belong to either of foar roots. 



1 1. As there are three chords in a key to which minor nintlis may be added, 
and each one of them by an enharmonic change appearing as having four different 
roots, ^e then induce a modulation to twelve different keys. 



1 2. Each of these four roots may be considered a 
Tonic harmony, and may so belong to each of three m 



a Dominant, Super-Tonic 



Write an exercise in every key, introdncing the inversions of the minor ninth 
on tbe Dominant, with the change of roots through an enharmonic change, and have 
each appear, 

Ist, as a Dominant discord. 

2d, as a Super-Tonic discord. 

3d, as a Tonic discord. 

Write an exercise in every key, introducing the inversions of the minor ninth 
on the Super-Tonic, with the change of roots through enharmonic cliange, and have 
each appear, 

1st, as a Dominant discord. 

2d, as a Super-Tonic discord. 

3d, as a Tonic discord. 

Write an exercise in every key, introducing the inversions of the minor ninth 
on the Tonic, with the change of roots through an enharmonic change, and have each 
appear, 

1st, as a Dominant discord. 

2d, as a Super-Tonic discord. 

3d, as a Tonic discord. 

13. Ey the enharmonic change of notation, a minor seventh chord may appear 
as an augmented sixth chord, and be treated as founded on the minor second, or 
minor sixth of a bey (Chap. XXI, Section 1). As there are three major chords to 
which a minor seventh may be added (Dominant seventh, chromatic Super-Tonic 
seventh, and Tonic seventh), there would be an opportunity through an enharmonic 
change for three augmented sixth chorda to be used in modulation. 






»i 
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Write an exercise in all the keys, introducing tlie Dominant seventh chord, and 
by means of the enharmonic change treat it, 

1st, as an angmented sixth chord on the minor sixth of a key. 
2d, BS an augmented sisth chord on the minor second of a key. 

■\Yrite an exercise in all the keys, introducing the chromatic Super-Tonio chord 
of the seventh, and hy means of the enharmonic change treat it, 

1st, as !in augmented sixth chord on the minor sixth of a key. 
3d, as an angmented sixth chord on the minor second of a key. 

T\'rite an exercise in all the keys, introducing the chromatic chord of the 
sci'enth on the Tonic, and by means of the enharmonic change treat it, 

1st, as an augmented sixth chord on the minor sixth of a kej-. 
2d, as an augmented sixth chord on the minor second of a key. 

14. Abrupt modulations are softened by introducing a unison passage, 
characteristic of the new key, or the repetition of a tone belonging to a chord that 
shall follow related to the new key. 



t^mmffm^^m^ 







Write an exercise introducing modulations through the use of iK;Uo:i passages. 

'■ 15. If a tone in a unison passage appears in repetition, or is proloiigcil, it may 
remain to be the root, third, fifth, seventh, minor ninth, major ninth, eleventh, 
minor thirteenth or major thirteenth of the chord that follows, 
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16. Any note of a fundamental discord may remain to be any other note of 
any other fundamental discord ; that is, the root of an unprepared chord of the 
seventh may remain to he the third, fifth, seventh, minor ninth, major ninth, 
eleventh, minor thirteenth or the major thirteenth of another chord, and the same 
is the case with the third, fifth, seventh, etc, 

Write an exercise in all the keys, letting each note of the three fundamental 
discords remain to be the third, fifth, seventh, etc., of other fundamental discords. 

1 7. Possibly many of the illustrations and suggestions regarding modulations, 
,etc., may seem abrupt or harsh, but as they are found in the works of the present 

day, they are given -with the hopes that, the student will, through his education, 
knowwhat to acceptor reject. Since the days of Wagner the following progression 
of chords is to be met with, and others equally effective r 




but by most authorities are considered objectionable or ignored entirely in their 
theoretical writings. 

MODULATION 

MINOR KEY. 

18. In a minor key there are tfl-o major chords, the Dominant and Suh- 
Mediant; two miDor chords, the Tonic and Sub-Dominant; two diminished chords,, 

HoslCCi by V 
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the Super-Tonic and leading note {the last two d 



1 lieing Dominant harmonies 



iTl= 



in inversion), and an augmented chord on the Mediant, which is an inversion of the 
Dominant minor thirteenth (Chap. Ill, Section 9). 



^6^11 



19. In a minor key there are three chromatic chords: the chromatic Super- 
Tonic, chromatic Tonic, and a major common chord on the minor second of the 
key (Chap. XVI, Sections 4-7). 

20. The Sub-Dominant chord of a minor key is a minor chord, Trhicb should 
not lie forgotten. 

21. Any major chord (diatonic or chromatic) may be made minor, and so 
become the Tonic or Sub-Dominant of a minor key. 

'22. Any major chord in a major key may be treated as the major chord on 
the Sub- Mediant of a minor key or a Dominant harmony. 



23. Any diminished chord o 
3 the Dominant harmonies of a m 



■ ninth chord in 



may be treated 



24. It is, recommended that the minor sixth of the minor key modulated to, 
be introduced in some chord early, as its presence helps to thoroughly establish the 
new key i;i the mind of the hearer. 



l^i 
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(s^gi^^i^iii^iii^gii^^iigigi 
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Write exercises i 
t Chapter, 



modulation from the observations in Sections 18 to 24, of 



■ In conclusion the student is recommended to study under a teacher, as many 
errors creep into progressions that an uneducated ear would not detect, and that an ■ 
unmusical taste would accept. Analyze works of the greatest composers, beginning 
with the earlier writings, and so down through the diatonic school, with its ten- 
dencies toward a freer style, to the modem or clironiatic worlds of the present day. 
It is possible for a person to become a harmonist without being able to play 
hia exercises and other writings upon the piano or organ ; but the most successful 
teachers of harmony are those who play from score, and are able to play their own 
compositions, thus discovering orudeness in progressions and errors that only the 
ear would detect. 
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APPOGGIATDBAS. 



Where passing notes, in the free style of writing, appear on tlie strongly accented 
parts of a measure, they are termed '' appoggiaturas " or leaning notes. 



^^rn^m^ 



.sgjgjg 



iinii 



(iiiiiiii 



,L 



An appoggiatura may be preceded ty a passing note as the exceptional pro- 
ission in the diatonic style (Chap. XI, f 



fix±dc:X'=rtJ:dfzp 
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Add a soprano, alto and tenor to the following figured exercises, introducing 
occasionally an appoggiatura. 
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